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Anybody up lor busting a few mytho¬ 
logical icons? 

Dragons, for instance. Open up a 
particular, assembly-line grade of fanta¬ 
sy novel, and there they are: big and 
glorious and fire-breathing and gratu¬ 
itous as all get-out. Sometimes the au¬ 
thor makes them sentient: sometimes 
they're not even the bad guys. Almost 
always, their deployment is as pre¬ 
dictable as the mints Hilton plunks onto 
pillows. What if the cliche was stood on 
its head? What if dragons were less re¬ 
gal adversary than worldwide pesti¬ 
lence, and instead of presiding over me¬ 
dieval ages, they infested an uncertain 
future? That's the intriguing question 
posed by ex-X-FILES helmer Rob Bow¬ 
man and his crew in the upcoming fea¬ 
ture, REIGN OF FIRE. As author An¬ 
drew Osmond discovers, it may be 
enough to provide a new perspective on 
those scaly old flame-spewers. 

Now take vampires. Granted, Anne 
Rice broke the mold a few decades ago 
with her Lestat novels, but since then, 
the amoral, androgynous, charismatic 
bloodsucker who’s anathema to hu¬ 
mankind yet a hero within the context of 
his own life has become something of its 
own cliche. What if that beautiful, power¬ 
ful figure was ramped down a bit? What 
if vampires cut a more ordinary, even 
banal, presence: what if their agenda 
was less clear-cut evil? A few years ago, 
the British series ULTRAVIOLET pre¬ 
sented such a conundrum, and the re¬ 
sults were so compelling that, with the 
show's recent release on DVD, we had 
to dispatch Paula Vitaris to meet with 
the program’s creators. In her feature ar¬ 
ticle, she discovers what it takes to bring 
Nosferatu into the 21st century. 

As an item of both art and com¬ 
merce. film is frequently a victim of the 
derivative impulse. It takes the active 
mind of the artist and the courage of the 
financial backers not to follow the al¬ 
ready established path, but to seek new¬ 
er, riskier insights into the human condi¬ 
tion. REIGN OF FIRE and ULTRAVIO¬ 
LET are the newest examples of such 
icon busters. We need more. 

—Dan Persons 
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6 TOM MCCAMUS 
He’s the man you don't want to cross in MUTANT X, Miwa Hirai talks to the actor 
about his plastic-coated, Warhoi-bewigged bad guy. 

8 TOM SAVINI 
He has become legendary for his creatively gory makeup effects, yet Tom Savinfs 
skills are not only latex-deep. Mike Watt discovers what the multi-faceted film artist 
has been up to. 

12 Eight Legged Freaks 
Giant spiders are on the march, and. no, you're not supposed to take this latest 
entry out of Roland EmmendYs and Dean Devlin's Centropolis Entertainment senousty 

Chuck Wagner finds out whal it takes to gel ail (hose CG arachnids moving 

14 The Dangerous Lives of Alter Boys 
It ain't pederast priests, but their own. comic-infused imaginations that pose the 
greatest threat, and the most likely salvation. Dan Scapperotti talks with Todd 
McFarlane about bringing the fantasy sequences of this Jodie Foster-produced 
period piece to life. 

16 Reign of Fire 
They’re big. they're hungry, they're fire-breathing. They are, in a word, dragons, and 
according to former X-FILES director Rob Bowman, they're no longer a medieval 
myth but a tangible threat to humanity. Andrew Osmond talks with the creators 
about bringing an ancient evil to a tenuous future. 

28 Goldmember 
Austin Rowers is back, this time teaming up with fellow 70s refugee Foxxy 
Cleopatra to foil the plans of the titular bad guy. a man who really does have a 
golden gun. Ed Gross fleshes out the story. 

30 HALLOWEEN: RESURRECTION 
If you can't kill him, mass-market him. The franchise hits the Web as an Internet 
entrepreneur tries to leverage the Michael Myers legend for a few quick bucks, to 
disastrous effect. Bryan Caims talks to director Rick Rosenthal. 

32 Ultraviolet 
Creator Joe Aheame embues his vampires with a cod. 21st century sheen and an 
agenda that’s disturbingly ambivalent Paula Vitaris looks into the mini-series that 
rewrote the rules on bloodsucker drama. 

44 Spider-Man s New York 
It took CG effects, stage sets, and, oh yes. some Manhattan-based location shoots 
to bring the masked web-slinger's home base to the screen. Ross Plessel surveys 
the effort. 

46 Spy Kids 2 
They've got security clearance, snazzy gadgets, and a new mission. Fred Topel 
meets up with director Robert Rodriguez to discuss the continuing adventure. 

50 George Pal remembered 
Bob Burns shares memories of the legendary filmmaker with Tom Weaver 

58 DRAGONS IN FILM 
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Spirited Away September 20 
(Disney) 
Three years after the fiasco that was 
PRINCESS MONONOKE’s U S. release. 
Disney tries again with a Hayao Miyazaki 
feature that hews closer to what made the 
anime-master famous to begin with: A 
strong, young, female protagonist faces up 
to supernatural forces, in this case, demons 
who turn her parents into pigs. This was a 
major hit in Japan, but. then again, so was 
MONONOKE. 

r 

ABANDON September 27 
(Paramount) 
Katie Holmes keeps having vi¬ 
sions of a missing boyfriend, 
while police detective Benjamin 
Bratt discovers that she may 
have had more to do with her 
beau's disappearance than she 
thinks. Paramount’s billing this as 
a “psychological thriller,’* but there 
are clear, supernatural elements 
as well. 

Tuck Everlasting Fail 
(Disney) 
The fantasy of a girl whose neighbors 
may hold the secret of immortality was 
also filmed twenty-plus years ago by 
Frederick King Keller (who, interest¬ 
ingly, would eventually go on to direct 
quite a few ANGEL episodes). This 
new version is directed by Jay Russell, 
whose previous credit was the well-re¬ 
ceived MY DOG SKIP, so it’s unlikely 
that we're looking at another, BOR- 
ROWERS-calibre misfire here. Gentle fantasy tends to fare better with critics than 
with the boxoffice, but Disney has previously done well with off-beat, family-oriented 
offerings (remember STRAIGHT STORY?), so maybe this will get the attention it de¬ 
serves. 

ECKS VS Sever September 27 
(Warners) 
Another video game adaptation, this may 
dodge the bullet of such predecessors as 
RESIDENT EVIL and LARA CROFT: TOMB 
RAIDER by offering a more grounded story 
that revolves around the competition between 
two spies (Antonio Banderas and Lucy Liu). 

Bring the Kids: 
Coming on October 4: JONAH: A VEGGITALES MOVIE (Out of FHE—this has a Christ¬ 
ian theme to it, which you might want to take into account). Premiering on October 11: 
POKEMON 4: THE MOVIE—CELEBI: A TIMELESS ENCOUNTER (Miramax picked this 
one up. apparently before they realized they’d have to foot the bill to expand all those 
theater marquees). _ 

Red Dragon May 24 
(Universal) 
Why remake a story that director Michael 
Mann previously delivered as the stylish 
MANHUNTER? Because both Dino De 
Laurentiis and Universal want to follow 
through on the gold mine that was HANNI¬ 
BAL, and don’t want to wait another 
decade for Thomas Harris to write the next 
installment. Powerhouse line-up: Anthony 
Hopkins returns as Lecter, Edward Norton 
is FBI agent Will Graham. LAMB'S screen¬ 
writer Ted Tally did the script. THE FAMILY 
MAN’S Brett Ratner directs. 

Below Fail 
(Dimension) 
Darren Aronofsky (scripter) meets David 
Twohy (director) in this story about a WWII 
sub that has to contend with something nas¬ 
tier than the Germans. We re there. 

Bulletproof Monk 
(MGM) Fall 
Chow Yun Fat, immortality, 
lotsa kung-fu, and a rilly, rilly 
cool title! 

Adam Sandler s 8 Crazy Nights November 27 

THE Ring October 18 
(Dreamworks) 
The hit Japanese tale of a videotape 
that kills its viewers comes to the 
screen courtesy of SCREAM 3’s 
and REINDEER GAME’S scripter 
Ehren Kruger, and MOUSE HUNT 
and THE MEXICAN'S director Gore 
Verbinski. The original led to two se¬ 
quels—will history repeat? 

(Columbia) 
If we admit that we sometimes laugh at Adam Sandler's TV work (we think it was 
while winning the People's Choice Award one year that he used his acceptance 
speech to spin a bizarre fantasy about lost love that itself was a masterpiece of 
passionate, off-beat comedy), can we also say that we completely fail to see the 
appeal of his movies? Sandler has toyed with animation before—who could forget 
his web-distributed THE PEEPER (“Sniffing my fingers...")? This is his first animat¬ 

ed feature, about a guy sentenced to 
community service with a youth basket¬ 
ball team. Press material says the film is 
about “basketball, old girlfriends, holiday 
spirits, and the mall"—typical Sandler 
stuff, in other words. Aside from the ap¬ 
pearance of an “eccentric, elf-like head 
referee,” it’s hard to tell how genre this 
will be, but. my. doesn't the image at left 
look like they’ve really taken advantage 
of the graphic freedom that animation 
provides? 

FEARDOTCOM Fall 
(Warners) 
It ain’t WWW.WATCHUSDIE. 
COM. but they still get points 
for being ahead of the pack— 
you would've thought we’d 
have tons of “dot com" titles by 
now. This is about, duh. a 
deadly website. 

Ghost Ship October 25 
(Warners) 
This is Dark Castle's (13 GHOSTS) 
first title not to be based on a 
William Castle production. Gabriel 
Byrne fights “strange things" on a 
derelict passenger ship. 
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CFQ News 
The Art of Film 

Comics Pro Preps for His Directing Debut 

MEW SHORT FILM by 

JOHN ROMITA, JR. 
and PAUL POWER 

1 JUfT 
DRAW 

starring 

DAVE THOMAS 
(of SC TV and 

GRACE UNDER FIRE) 

KELLI MARONEY, 
HAROLD HOPKINS, 

JOHM CYGAN (of BOB) . 
STEPHEN ROWE, 
JAMES E. DEAN, 

JUDO' GENE LE BELL 

Part of a feature-length trilogy created by comic and storyboard artist Paul Power."! Just Draw' 
had its debut at Comic-Con. and is making the rounds of film festivals across the country. 

by Ross Plesset 

Paul Power knows a bit 
about the drawn image. 
His arsenal of credits goes 
back to 1973 when, at the 
age of seventeen, he 
worked on THE SUPER¬ 
FRIENDS, animating Su¬ 
perman and Plastic Man. 
As a comic artist, he has 
drawn Spider-Man. Pro¬ 
fessor Om. and Air Hawk. 
His long list of storyboard 
credits includes EIGHT 
LEGGED FREAKS. 
ROBOCOP, THE SIXTH 
DAY. THE FLINTSTONES, 
PREDATOR, and THE 
MUMMY. Now, following in 
the footsteps of such 
artists-turned-directors as 
Ridley Scott (ALIEN. 
BLADE RUNNER), and 
Joe Johnston (STAR 
WARS, HONEY, I 
SHRUNK THE KIDS), 
Power is working to helm 
his first feature film. 

Power’s debut effort 
will be an anthology called 
THE THREE IMMI¬ 
GRANTS. Segment one, “l Just 
Draw," a semi-autobiographical de¬ 
piction of life as a storyboard artist, 
is already in the can. Segment two. 
“The Gambler," will take the form of 
a romantic TWILIGHT ZONE-type 
story, while the final installment, 
“Old Hero," concerns a retired su¬ 
perhero and will actually be written 
and directed by comic book legend 
John Romita, Jr. (X-Men. Spider- 
Man, Thor). 

In “I Just Draw." a storyboard 
artist, played by Harold Hopkins 
(GALLIPOLI), deals with issues in 
his career and personal life. It was 
shot in 2000 for $15 grand, provid¬ 
ed by Romita. “[It's] a little side of 
Hollywood that people don’t nor¬ 
mally see," said Power. Tve never 
seen anything about storyboard 
artists in Hollywood at all. I think 
they dealt with it in part of DAY OF 
THE LOCUST (1975)—the protag¬ 
onist was a sketch artist, but they 
didn’t make a big deal about it.” 

Power noted that personal ex¬ 
perience is reflected in the film: “A 
lot of storyboard artists have paid 
twenty-five percent of their wages 

to an agent, and in California it's 
only legal to give ten percent... To 
me, it's like prostitution: I make no 
secret about it. Luckily that seems 
to be changing." 

With the film's sparse budget, 
Power was fortunate to get gener¬ 
ous help from friends. Back in the 
early ‘70s. Harold Hopkins agreed 
to act for him. while a mutual friend 
introduced him to co-star Kelli 
Maroney (NIGHT OF THE 
COMET). Original music was pro¬ 
vided by the Little River Band. Bad 
Finger, and the Apple Band. Unfor¬ 
tunately, the salaried members of 
the crew could be problematic. “I 
had a [camera] crew that I wasn't 
very happy with," he said. “They 
were the only people we paid— 
they stole stuff. Young filmmakers. 
If you get a dp. check 'em out. 
Some of my crew I really liked.” 

“I Just Draw" has already been 
seen at San Diego's Comic-Con, 
and various film festivals. Segment 
two of the anthology, “The Gam¬ 
bler," shoots later this year with 
John Bartley (THE X-FILES) as 
cinematographer. 

IS GENIAL JAWA A JEDI JOKER? 

(Take that. Variety!) 

Hal Wamsley is a source of 
controversy amongst STAR WARS 
fans. The actor/fan claims he 
played the chief Jawa in STAR 
WARS (a claim backed up in the 
Internet Movie Database), and for 
years has attended conventions 
such as StarCon along with the 
likes of Kenny Baker (R2-D2) and 
Phil Brown (Uncle Owen), some¬ 
times autographing valuable mer¬ 
chandise. While Lucasfilm cannot 
categorically confirm or deny his 
participation in the STAR WARS 
shoot, fundamental elements of his 
story have now been disproved. 

The 5’2" actor claims he played 
the part when he was fifteen, be¬ 
fore he reached his full height. "My 
mom was an Avon Lady," he said, 
“and one of her clients was a cast¬ 
ing director. She looked at me and 
said [to) my mom, 'You know, I 
could use somebody about your 
son's height,'” According to Wams¬ 
ley. his scenes were filmed in 
Death Valley, California, over a pe¬ 

riod of ten days as part 
of the STAR WARS pick¬ 
up shoot. 

As many STAR WARS 
fans know, the movie 
credits Jack Purvis as 
the chief Jawa, not 
Wamsley. However, 
Wamsley claims some of 
Purvis's scenes had to 
be re-filmed, including 
the shooting of R2-D2. 
Furthermore, Wamsley 
says Purvis only ap¬ 
peared in STAR WARS 
during the droid sale at 
Uncle Owen's farm, a 
statement which has 
evoked skepticism from 
STAR WARS fans. 

Besides the zapping 
of R2-D2, Wamsley 
mentioned other scenes 
he appeared in: “They 
did some close-ups of 
me putting the restrain¬ 
ing bolt on R2, and then 
I [ushered] him up into 
the sandcrawler, where 
other Jawas are going 
up inside." The most 

elaborate scene he described, 
which he discussed with this au¬ 
thor in Filmfax #72. was set in a 
makeshift Jawa tent village with a 
sandcrawler in the background. 
This scene, he claims, was cut out 
of the film. 

A recurring component of 
Wamsley’s story is that the 
Tunisian sandcrawler set was re¬ 
built in Death Valley. “That is not 
true," said Lucasfilm's Stephen 
Sansweet."l can tell you that the 
Jawa part of the shoot in Death 
Valley was a quick one. No sets 
were built—certainly no part of the 
sandcrawler was rebuilt. Further¬ 
more. “there was no Jawa village 
scene shot in Death Valley.” As to 
whether Wamsley was involved in 
the production at all. Sansweet is 
noncommittal: “When things quiet 
down here a bit. I’ll try to dig up the 
old daily shooting records for you. 
We still have them, and that will be 
definitive proof one way or the oth¬ 
er.” In the meantime, should any 
fans see Wamsley at a convention 
selling autographs, caveat emptor. 

Ross Plesset 
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As a Wigged-Out Marvel Adversary, Tom 
McCamus Gets to Play Evil with an Agenda 

. 

By Miwa Hirai In the beginning, MUTANT 
X was just one of many. In 
the midst of several new and 

highly-anticipated SF shows, 
including ENTERPRISE, MU¬ 
TANT X received only minor 
public attention, mostly relating 
to the legal issues between its 
producers and those of X-MEN 
over alleged similarities to the 
blockbuster movie. Yet fans 
quickly became hooked on MU¬ 
TANT X. and the scries became 

vriter/produccr on a 
lumber of television 
;eries. including 
jENE roddfn- 
iERRY'S EARTH: 
■INAL CONFLICT. 

MUTANT X is set 
n contemporary 
\merica. The story 
>pens with the reve¬ 
al ion that a covert 

branch of U.S. intelligence has 
for years been secretly spon¬ 
soring a human genetics pro¬ 
gram. The front for this gov¬ 
ernment conspiracy is 
Genomex, a biotech firm that's 
actually a cover for the Genetic 
Security Agency. A former 
Genomex researcher known 
only as Adam (John Shea), 
helned devise eeneticallv-en- 

the top-rated new drama 
in first-run syndication. 

MUTANT X is based 
on a concept by Marvel 
Studios President/CEO 
Avi Arad (executive 
producer of MUTANT 
X) and Executive Con¬ 
sultant/Head Writer 
Howard Chaykin, 
who penned such 
comics as Super¬ 
man and Indiana 
Jones and has also 
worked 

NO LOVE LOST: Both 
products ot the same 
technology, the MUTANT 
X team (below) and Se¬ 
curity Chief Mason Ecfc- 
hart (right) find them¬ 
selves adversaries when 
it comes to the issue of 
mutant assimilation. 

*■ 



Iianced mutants who were im¬ 
printed with extraordinary 
abilities. Since leaving 
Genotnex. Adam lias taken on 
the responsibility of saving his 
innocent creations by becom¬ 
ing the leader of Mutant X. a 
core group of “Children of 
Genomex," who protect their 
fellow mutants from harm and 
exploitation. The team mem¬ 
bers: Shu I i mar Fox. (Victoria 
Pratt), who is blessed with 
hoth human and animal DNA: 
tough, street-smart Brennan 
Mulwray (Victor Webster), a 
master of electricity who hurls 
holts of energy from his finger¬ 
tips: Jesse Kilmartin (Forbes 
March), a shape-shifter who 
can exert frightening control 
over his mutant form, and the 
youngest member, Emma de- 
Lauro (Lauren Lee Smith), a 
telepulh w ho can read the feel¬ 
ings of others around her. 

There is another force in 
Genotnex. Security Chief Ma¬ 
son Eckharl (Tom McCamus), 
commands his forces to hunt 
down the new mutants and re¬ 
move them from society. F.ck- 
hart intends to control the mu¬ 
tants and use them as research 
subjects. The new 
mutants—in par¬ 
ticular. four young 
individuals who 
live in the moun¬ 
tain stronghold of 
Sanctuary, the 
headquarters of 
Mutant X — find 
themselves caught 
between opposing forces. 

Winnipeg native Tom McCa¬ 
mus seems to really enjoy play¬ 
ing Adam’s nemesis. "I have 
played some diverse characters 
throughout my acting career, 
but have never been involved in 
a full season of a television 
show. Actually, most of my 
work has been on stage, film, or 
as a guest on one episode. To he 
part of a family, watching them 
develop something over the 
year, has been great. I’ve 
played a lot of evil characters, 
but to play one over a long peri¬ 
od of time, to find variety in the 
character and one who has a 
specific purpose in the grand 
scheme of things, has been a 
challenge." 

McCamus won a 1993 Ge¬ 
nie Award for Best Actor for his 
performance in David Welling¬ 
ton's feature film. I LOVE A 

BEAUTY IS ONLY SKIN 
DEEP: Playing a mutant 
with plastic skin and an 
ongoing case of a bad 
hair day. actor Tom McCa¬ 
mus hopes to enter the 
pantheon of memorable 
Marvel villains. 

MAN IN UNI¬ 
FORM . He has 
also appeared in 
such films us 

THE SWEET HEREAFTER 
and THE HEIST, along with 
such TV shows as DUE 
SOUTH and TEKWAR. "I was 
asked if I would be interested in 
playing the part," he recalled. 
“I thought about it for a long 
time and then said. ‘Yes.’ I 
think, as an actor, to have fun 
doing what you do is important, 
so 1 took the opportunity. Play¬ 
ing an evil man is fun to me." 

Well, playing the man under 
Andy Warhol's wig would be 
fun for anyone. "The wig is a 
collaboration idea—EX artists, 
directors, actor and producers. 
When we were in the special 
effects studio experimenting 
with plastic skin and silicon, 
we tried on a number of wigs. 
The white one had the right, 
creepy feel to it. The one I wear 
now was made later on. when it 
was deeidetl that the wig 

shouldn't he so wild." 
"The first day on the set 

was about getting to know who 
everyone was and what they 
did. as well us trying to find the 
basis for who my character 
would become. The wig was 
very comfortable and gave me 
a good jumping-in | point |. es¬ 
tablishing Eckhart. Similar to 
wearing a mask. 

"I try not to analyze lick- 
hart. I receive each new script a 
week before shooting and dis¬ 
cern his development from that. 
From the outside, he is an evil 
man. so I try to inject as much 
cold heartlessness into him as l 
can. On the inside, he is a hu¬ 
man being, so I try to soften 
him with a hit of humor.” 

Eckhart blames Adam for 
the failed experiment that re¬ 
quires him to he forever insu¬ 
lated in an impermeable, artifi¬ 
cial skin. Ilis hatred for new 
mutants grows greater for every 
day that Mutant X exists, lie 
won’t give up until all “anom¬ 

alies” are under his control. 
"Adam is his rival," noted Mc¬ 
Camus. "But much as Eckhart 
hates him, he does have a 
healthy respect for his intelli¬ 
gence and abilities." 

MUTANT X went into pro¬ 
duction with a 44-episode guar¬ 
antee. At the time of this writ¬ 
ing. they had just finished 
shooting the first season’s 
cliffhanger finale. What does 
McCamus feel are the high 
points of his on-set experience, 
so far? "I’m very bad at relay¬ 
ing anecdotes." he replied. “Il l 
do find something, 1 usually 
can’t put it into words. Either 
that, or it will he about the par¬ 
ticular brand of salsa that craft 
brought on the set. Sorry. I can’t 
say that I have any one favorite 
episode through the season. 
However, there is a scene con¬ 
cerning death hv spaghetti that I 
quite enjoyed doing. And in 
season two. I’m looking for¬ 
ward to ‘waking up.* You’ll see 
what I mean." 
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He’s Been a Writer; a Director, and a 

Legendary Makeup FX Artist 

But What He Really Wants to Do is Act 
By Mike Watt __ For niosi movie tans, actor/director and 

special effects master Tom Savini 
needs no introduction. His face is eas¬ 

ily recognizable as “Sex Machine" in 
1 ROM DUSK TIL DAWN. Morgan in 
George Romero’s KNIGHTR1DKRS, or. 
more recently, the mysterious Peter 
Reynolds in SHEENA QUEEN OF THE 
JUNGLE with Gena Lee Nolan. Mean¬ 
while. his handiwork more than speaks for 

itself. He is the master behind the gory ef¬ 
fects from the original FRIDAY THE 
13TH; the monsters in CREEPSHOW; and 
[he zombies in DAWN OF THE DEAD and 
it's gruesome sequel. DAY OF THE DEAD. 
He is the Guru of Gore, the Baron of Blood. 

That’s not the whole story. Throughout 
his career, the combat photographer-iumed- 
iielor/effects artist has also played the role 
of stunt-man, consultant, ballistics expert, 
director—both theatrical (NIGHT OF THE 
LIVING DEAD 19901 and television (nu¬ 

merous episodes of TALES FROM 
THE DARKSIDE)—and voice-over 
artist (THE SIMPSONS). 
"When you’re in “The Simpsons," 

you’ve either made it or it’s over." 
Savini said with a laugh. “I got an 
email a few days ago from the casting 
director of the new Muppet movie. 
They want me to play a part in that. 
It’s the same casting director and pro¬ 
duction manager from SHEENA. 
MUPPETS MEET THE SWAMP 
CREATURE or something. J can’t 
wait to talk to them!” 

More towards his usual calling. 
Savini oversaw the effects for a bio- 
pic about Ted Bundy, and will be play¬ 
ing. Angelo Bono, one of the Hillside 
Stranglers, for the same company. Tar¬ 
tan Films. “Matthew Bright, the direc¬ 
tor, called me to play the detective that 
interrogates Bundy. I also consulted on 
the effects—I hired KNB to do it. I 

1 
t 

guess it’s going to be on HBO or go 
straight to video. I don’t know what's 
going to happen to it. These guys seem 
to be doing the whole series. Ed Gein, 
Ted Bundy—the next one was going to 
he Jeffrey Dahmer. but they decided to 
go with the Hillside Stranglers. I’ll be 
one of them. I don’t know how many 
they’re doing. Maybe they’ll come out 

with a whole boxed set." 
Since Savini is an expert on cinematic 

murder, it seemed only fair to ask him why 
there is such a fascination with serial 
killers, particularly in the last ten years. 
“Don’t ask me why. I hate reading about 
them. I don’t even want to watch the stuff 
I'm in—the Ted Bundy thing is pretty bru¬ 
tal. I don’t buy the books; I don't want that 
stuff in my brain. I don’t want those memo- 

* 1* 

ries. 
It’s well-known that Savini didn’t get in¬ 

to the special effects business for the blood 
and gore effects. "My attitude is and always 
was that the more you do, the more you get 
to do. I always felt that doing the special 
makeup effects would open doors for me 
that just being an actor would not. It kind of 
worked. George hired me as just an actor 
for KNIGHTRIDERS. although I did super¬ 
vise Ed Harris’ stitches and the blood. My 
goal is [to] just act. I still do special effects 
when it’s called for. but you have a team of 
people and a truckload of equipment. As an 
actor, you show up naked, they clothe you. 
they feed you. they treat you like royalty. 
Acting is the hardest thing to do. but it 
spoils you. I’d rather just act from movie to 
movie.” 

As a combat photographer in Viet Nam. 
Savini had seen his share of horrific sights. 
But as a young man growing up in Pitts¬ 
burgh. his imagination was captured by the 
Universal Monsters: Frankenstein; Draeula: 
the Mummy. "I loved the monsters. I want¬ 
ed to create the monsters, after I found out 
they wfere created—w'hen 1 was twelve, 
they were real. It was only after seeing 
[James Cagney in the Lon Chaney biogra¬ 
phy | MAN OF A THOUSAND FACES that 
1 said, ‘Oh yeah, someone creates this stuff. 
Well I want to be the one to create them.* 

"[My work on) George Romero's MAR¬ 
TIN was actually the first time that I 



FAMOUS FACES: Tom Savini rel¬ 
ishes his roles in such films as 
FROM DUSK TO DAWN (far left), 
but is better known for his wittily 
gory handiwork (above). 



thought of makeup as special effects. I had 
assisted Alan Orinshy on DERANGED and 
DEATHDREAM—those were makeups, 
hut they were creature makeups. Those 
were monsters to me.” 

After working on such ‘‘slasher* movies 
as FRIDAY THE I3TH, THE BURNING, 
and THE PROWLER. Savini's reputation 
as "the wizard of gore” became firmly es¬ 
tablished. He was now the go-to-guy for 
bloody effects, resulting in his presence on 
such non-horror projects as the Robert 
Mitchum war film MARIA'S LOVERS, 
Chuck Norris* INVASION U.S.A.. and 
RED SCORPION. "There are a ton of non- 
horror movies with gore effects, non-horror 
movies that need to satisfy the gore-mon¬ 
gers in fandom." 

As audience appreciation of bloody 
movies grew, so did their knowledge of the 
behind-the-scenes work that went into the 
severed arms and heads. Savini. like fellow 
make-up artists Rick Baker (AMERICAN 
WEREWOLF IN LONDON. MEN IN 
BLACK) and Rob Boltin (THE HOWL¬ 
ING. JOHN CARPENTERS THE 
THING), became a cult celebrity and a hero 
to budding young effects artists and aspir¬ 
ing filmmakers. One recent result of his 
fame is the Torn Savini Spe¬ 
cial Make-Up Effects Pro¬ 
gram, a 16-month course pro¬ 
vided by the Douglas Educa¬ 
tion Center in Monessan, 
Pennsylvania, a school that 
fills a need that was not being 
met at the successful Art Insti¬ 
tute of Pittsburgh. 

Meanwhile, another pro¬ 
ject Savini was to write and 
direct. VAMPIRATES, has 
been lingering in a frustrating 
limbo for almost four years. 
“I’ve never done as much 
work on a movie as I did on 
VAM PI RATES. I completely 
created that movie on paper. I 
did a shot list. I even did a 
segue list, which is how you 
visually move from scene to 
scene, with dissolves—every 
visual transition in that Him is 
on paper, ready to go. I had a 
beard a foot long |to play the 
lead villain, Blackbeardj and 
was getting into physical 
shape. All the locations in 
Saint Thomas were blocked 
out. This movie is ready to go! 

“One of the 

now raising the dough to shoot it. 
"One of the producers and I went to Cal¬ 

ifornia. and in one day we raised two hun¬ 
dred and fifty thousand dollars, with Plaza 
Entertainment and Showcase Entertain¬ 
ment. They told us, ‘This is unheard of. No¬ 
body comes in here, raises that much mon¬ 
ey in two days and goes away.* Everywhere 
we went, people would say ‘Ahh, Tom 
Savini, you’re a legend!* and that's how we 
got the money. That pisses me off because it 
made me realize I could have been out there 
years ago. pitching CLAUSTROPHOBIA 
or THE TOUCH or any number of projects 
that came my way. If I owned VAM PI¬ 
RATES. I would be out there shooting the 
damned thing. It would only take a million 
and a half to shoot. It would have to be shot 
in the summer—I'd say it would have to be 
shot in St. Thomas, because that's where 
the pirate ship and all the locations are. In 
the summer, noth¬ 
ing's going on 
down there.” 

So why doesn’t 
Savini buy the pro¬ 
ject and do it him¬ 
self? "I want to. I 
don't have the 

producers died, 
and now the 
other one is say¬ 
ing things like, 
‘How about we 
get rid of the pi¬ 
rates?* So that's why it is in 
limbo. I wish I owned the pro¬ 
ject. I'd be in California right 
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SIMPLY SCARY: Savini favors 
ing live actors wherever poss 
to make his effects more 
vincing. Upper right: The Sa 
shop. 

money. The w riter was so desperate for 
money, he finally sold the project to the re¬ 
maining producer for ten thousand dollars. 
That project, that wonderful project! If I cun 
call him and say. ‘Give me the option...’ 

“This is what I do all the time. If I get a 
good script in the mail, from a fan, from 
anybody. 1*11 say, ‘Look, give me the option 
for about three or four months. If 1 gel it go¬ 
ing. you get fifty grand and a percentage off 
the back end.’ But I’m not going to shop 
your project around if I don't own it. Why 
should I do them this big favor? I could do 
that same thing with VAMPI RATES. Even¬ 
tually, I will. It’s ready to go." 

Savini hasn't been sitting around idly 
waiting for the film fairy to arrive. In the past 
year, he has worked on a number of indepen¬ 
dent horror movies as actor and special effects 
consultant. Some of the titles boasting Savini’s 
name include VICIOUS, the H.P. Lovecraft 

adaptation BE¬ 
YOND THE 
WALL OF SLEEP, 
and Rick Danford’s 
WEB OF DARK¬ 
NESS (also starring 
Savini’s DEMON 
LUST co-star. 
Brinkc Stevens). 

According to 
Dan ford, Savini 
was lured to the 
project after al¬ 
most a full year of 
e-mail nagging, 

followed by the unso¬ 
licited shipping of the 
script. (Note to budding 
filmmakers: Danford 
and Savini are old ac¬ 
quaintances. This is not 
the way to approach 
someone to star in your 
movie.) What did Savini 
think of the WEB OF 
DARKNESS screen¬ 
play? "I thought the 
script was way too 
wordy. Page after page 
after page of dialogue. I 
told Rick this. He knows 
it. 1 told him ‘Shoot the 
stuff that you're having 
them talk about.’ People 
go to a movie to sec 
things happen, not listen 
to people talk. 
“What drew- me down 
there was that it was [be¬ 
ing shot | in Tampa. Any 
excuse to go to Orlando. 
It was great fun. | Dan- 
ford is| sending me a 
script for a project they 
want me to direct, called 
DEATH ISLAND 
|which will also feature 
Stevens as well as b- 



movie favorile Debbie Rodion). 
They’re sending me pre-produc¬ 
tion money, they want me to do a 
script breakdown." 

In the movie. Stevens plays an 
undead beauty named Intensity, 
while Savini pulls double-duty as 
a villainous vampire called Rogue 
and speeial-ctTeets consultant. 
“There's a great guy. Chris Poli- 
doro. who was really gung-ho and 
did the effects. (In one scene] the 
guy puls holy water all over him¬ 
self, so that when she (Stevens) 
goes to bite him. she burns her 

mouth. They wanted a shot of the smoke 
coming from her mouth, hut Brinke couldn't 
inhale enough smoke to (make the effect 
look real). They were in a time crunch— 
they had just gotten kicked out of one motel 
as soon us they had gotten set up. and they 
had to quickly find another motel for the lo¬ 
cation. Some pain in the ass thing-—the mo¬ 
tel was for prostitutes anyway. So. anyway. 
I grabbed Chris: ‘Do you have any tubing? 
Give me the tubing! Do you have some 
glue? Give me the glue!’ We glued tubing to 
Brinke and I blew cigar smoke out of the 
tubing. Later on. 1 mentioned a technique 
that I’d heard |was used in| Frank Langel- 
la's DRACULA. They cast the point of a 
stake in hollow latex, deflated it onto a 
sealed plate, |applied the plate to the actor’s 
chest.| threw air into it, and, ‘Pow!’ the 
stake would pop out. In an hour. |Polidoro| 
created it with wet latex and a blow dryer. 
Gung-ho guy. really good." 

As for director Danford, Savini was 
blunt as a hammer: “He sucked at the be¬ 
ginning. But I was impressed by how much 
lie learned. By the end of the shoot, he was 
a director. He was thinking, coming in and 
asking for things and not accepting any 
bullshit. He made sure things happened his 
way. If the scene wasn’t dynamic enough— 
he was doing certain coverage angles to 

made his name working on such 
classic fright-tests as DAY OF 
THE DEAD (left). Now. he has 
leveraged his rep to form his 
own school and win stints as 
full-fledged director and featured 
player. 

play around in editing. I 
was confident in him.” 

Savini accepted a role 
in VICIOUS, which was 
directed by special ef¬ 
fects artist Matt Green, 
because he was already 
in Atlanta for the popu¬ 
lar Dragon*Con. “1 
know Mali Green,” he 
said. "He recommended 

me for this II.P. Lovccrafl movie he was 
doing the effects for in Tennessee: BE¬ 
YOND THE WALL OF SLEEP. And he’s 
directing another movie that I really want 
to do for him. called OPEN SEASON. I’d 
play this leather-wearing, motorcycle-rid¬ 
ing villain.” 

As much as Savini enjoys to act. he ad¬ 
mits that there are other factors that sw ay 
his decisions to appear in certain movies. "I 
do these movies sometimes because of 
where they are and the money involved. 
Look at (the infamous Christopher Lew is- 
directed! THE RIPPER. It’s still on the 
stands in video stores. People still come up 
to me and ask me to sign those damned 
tapes, and I always say, ‘Throw this thing 
away!’ I'm in there for thirty seconds, hut 
they paid me (a ton of money] for one day. 
Sometimes, when you’re broke, you do 
these things.” 

Savini has been burned in the past by 
producers on all levels of the game. As a 
regrettable result, he accepts no offer on 
faith. “I don’t even pul it in my calendar 
before they pay me half the money up 
front. Really. I can’t, because of the way I 
was burned on STRANGELAND. I 
worked for three years on and off on that 
thing, when it was still called HELL- 
TOWN. 1 said 'Dee |Snider—the credited 

writer], this is shit!* He’s admitted that I 
said this. 

“I worked w ith him on this script, and 
when he got the money, he didn't back me 
up with the producers. He didn't say. ‘No. I 
want Tom to direct it.’ They hired some kid 
out of film school. I had some incredibly 
gorgeous visual transitions going on: it 
would have been a great movie. On the 
DVD he credits me for all the work I did. 
never mentions the kid that was hired— 
they had a hig falling out. And the movie...I 
still haven't seen it. I don't want to sec my 
ideas up there. |Bul| we're still friends." 

Savini is spending as much time as ever 
behind the camera as in front of it. “My 
goal is to he a working actor and go from 
one thing to another. So far. it's been kind 
of happening. But they always want me to 
consult with the f/x guys and use my name 
somewhere in the credits as consultant, and 
that’s fine. I'm not getting bored at all. In 
fact, it's better for me. It's great to super¬ 
vise someone else doing all that. It's the 
coming up with the actual ideas that is my 
forte. Any good artist can build the stuff re¬ 
alistically. The first thing I tell my students 
at the school—my whole outlook—has al¬ 
ways been: What do I need to see to make 
me believe that what I'm seeing is real? 
And then huild the pieces. You’ve just cre¬ 
ated the magic trick. 

“As a supervisor, that’s what I try to re¬ 
lay to new f/x crews. You don’t need to 
huild the whole body. You can use a real 
person's body and make the illusion work. 
Use the face, the hands. I don't care how 
good it is. alter three seconds, you can tell 
it's a fake head. Schwarzenegger's head in 
THE TERMINATOR. Kevin Yagher’s 
heads in SLEEPY HOLLOW were wonder¬ 
ful. but longer than three seconds and..." He 
snapped his fingers. “That's why 1 like to 
use the real actor and adjust the hlade or the 
weapon or whatever. Use the real actor as 
much as possible, the shot isn’t fake! You 
can never get better than the real thing, un¬ 
less you’re Dick Smith." 
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EIGHT I.F.GGFD 

The Spiders are on the March 
How to Put A-Level FX in a B-Movie 

By Chuck Wagner 

arner Bros.* EIGHT 
LEGGED FREAKS 
wants to he ihe van¬ 

guard of a new trend: an old- 
fashioned B-movie that happens 
to boast great effects. Having 
worked as a visual effects su¬ 
pervisor on SPIDER-MAN and 
now EIGHT LEGGED 
FREAKS. Karen Goulekas 
knows too well the magnitude 

of the task. "I would definitely 
say we weren’t using an ’A' 
budget!" she laughed. "It was a 
tight budget for the amount of 
work that we did. I think the 
work came out really nicely. 

“It’s kind of funny. This is 
almost the same story as 
GOD/. ILL A. where I came in 
in the middle. On EIGHT 
LEGGED FREAKS, I missed 
principal photography. There 
was a previous visual effects su¬ 

pervisor on the show by the 
name of Tom Dadrcs—he was 
there for the shoot. I guess it 
just didn’t work out, but we’ll 
be sharing main title credit. He 
left, and I came in and inherited 
whatever was there. So I was 
really only on it for the post- 
production portion.” 

Of course, this meant 
Goulekas was 
stuck with 
anything left 

undone by the lime principal 
photography wrapped, and C!G 
effects are mainly done in post. 
“Exactly!” she said. "It was 
lacking a little bit in survey da¬ 
ta. tracking data, and camera re¬ 
ports, but we were able to work 
around it. I got there at the fun 
part, when it was time to direct 
the animation and create the 

spiders: the 
character of 
them, and the 
goop that 
spurts out of 
them when 
they shoot. 

None of that stuff had been 
done yet. It was great." 

Goulekas* crew used mostly 
key-frame animation to create 
the rampaging arachnids. 
"There were cycles the artists 
could pull from," she said. "But 
you never really use the straight 
cycle. We studied the live spi¬ 
ders, but then they made an ani¬ 
mation cycle in the computer— 
different walks and runs lor the 
spiders. An artist might load a 
cycle in, but then we’d have to 
change it. In character, the spi¬ 
ders would have to pause, rear 
up, slow down—the cycle was 
very much just a starling place. 
The way we had these guys at¬ 
tacking...and some of the spi¬ 
ders laugh—they shake up and 
down; they’re fighting w ith 
each other. They’re not really 
doing a lot of spider stuff. They 
walk the way real spiders would 

OFF THE SHELF FRIGHTS: Work¬ 
ing under a restricted budget, the 
EIGHT LEGGED FREAKS effects 
crew had to conjure up an army of 
deadly arachnids. 
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some would rear up. or they'd 
attack each other. There’s all 
kinds of little, sub-level things 
going on. We've got scenes 
where there are just hundreds of 
spiders packed in. So cycles 
would be used for maybe the 
far, far away spiders." 

In THE GHOST AND THE 
DARKNESS — a project 
that didn't employ Goulekas— 
real lions were filmed against 
blue screen and then composit¬ 
ed into scenes. “There’s no way 
we could do that with spiders.” 
said Goulekas. “The spiders 
would have to be magnified, 
and there’d be no way to line it 
up. Plus, the spiders' motions 
were really driven by the mo¬ 
tion of the people. As the person 
started to run, then mimicked 
falling down and getting 
mauled, we had to animate to 
his performance, rather than 
him trying to move to the spi¬ 

der’s performance." 
On-set stand-ins w-eren't 

used for the spiders. ‘The actors 
all mimed it,” Goulekas ex¬ 
plained. “They knew at a cer¬ 
tain point to fall over. Some of 
the guys had wires on them, and 
they'd yank them backward. Or 
they’d be shooting guns in the 
air at the spiders, and we’d pul a 
spider there and explode it. 

“Sometimes it gets really 
tricky with eye-lines and stuff, 
but when it’s with spiders, it's 
not like it’s a CG character hav¬ 
ing a conversation with a live 
actor, where the eye-line isn't 
going to be forgiving at all. 
When it’s fast action with a gi¬ 
ant spider coming at somebody, 
there’s a lot more leeway." 

Given the budgetary con¬ 
straints, off-the-shelf software 
was the order of the day. "There 
really wasn’t anything propri¬ 
etary about it," Goulekas said. 

3d friend, toxic waste, once 
■in provides the mechanism 
which common spiders are 
nbiggened* and go on a ram- 
ge in EIGHT LEGGE0 
EAKS. 

“We used Maya, 
it was a combina¬ 
tion of pulling 
from run and 
walk cycles as a 
start point. We 
used path anima¬ 
tion. where you 
basically draw- 
out a path and the 
spider orients it¬ 
self along that. 
From there, on 
top of that, the 
animator would 
animate. In the 

case of a spider specifically at¬ 
tacking a human, we would 
key-frame animate all the w'ay. 
For the most part, the whole 
thing was key frame. I had a lit¬ 
tle program that was my tally: 
how many spiders in a shot. The 
last number I had up was 2.206 
spiders. All told, there were 
about 200 CG effects shots— 
shots W'ith spider animation 
were 191." 

That’s a lot of spiders. 
“There were some real tarantu¬ 
las that were kind of pets there 
at CFX |CentropoIis Effects]. 
Some of the people liked them, 
and would let them walk on 
them. I wouldn’t touch them. 1 
don’t like the big tarantulas." 

In the film’s plot, as you 
might imagine, the cause of all 
the trouhle was that B-movie 
staple: industrial greed. “It’s a 
toxic waste accident,” Goulekas 
laughed. “Something contami¬ 

nates the water, and it’s 
like steroids for the spi¬ 
ders. They’re growing and 
growing and growing 
through the whole movie. 

They’re killing off people—it’s 
a funny movie!” 

For Goulekas, it was all in a 
day’s work. “I wouldn't call this 
one of the more difficult films 
I’ve worked on. The goop the 
spiders shoot was probably the 
most difficult stuff to develop, 
because it was liijuidy. Basical¬ 
ly, the practical goop that conies 
out of the spider was applesauce 
dyed green. Anything you see 
coming out of the spiders, we 
did in CG. There was talk early 
on about trying to do it practi¬ 
cally, but what are you going to 
do? Explode a bag of apple¬ 
sauce on set at exactly the right 
time and right place?” 

What was most challenging? 
“There were these shots—we 
called them the cat shots. 
There’s this part in (he movie 
where a spider goes into a vent. 
The family cat follows after 
him. Originally, you just heard 
the screeching of the cat fight¬ 
ing and all these sound effects 
and people are looking at the 
w'alls and the ceiling. Well, 
[producer] Dean [ Devlin | and 
jdirector| Ellory |Elkayen| de¬ 
cided, ‘Let’s add in some really 
comical effects.’ Basically, we 
would have a cat face come 
smashing through the plaster of 
the wall, and then a spider body, 
and then part of a cat It was just 
really funny. It cracks the plas¬ 
ter and you see the imprints. It’s 
carloonish. in a way. Sick, but 
tunny.” (£EF©1 

walk. 
“The spiders themselves 

took u lot of work. It’s four 
times the amount of animation 
than for a human—instead of 
two legs, we have to think 
about eight. And there was the 
organization of large numbers 
of spiders. We couldn’t just use 
‘flocking software.*” 

Flocking software allows 
easier creation of movement in 
large groups, based upon gen¬ 
eral rules for herd movement. 
“This wasn’t a herd of cattle,” 
Goulekas said. “The spiders all 
had different things going on. 
Even if they were all running. 
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By Dun Scapperotti Francis and Tim arc a cou¬ 
ple of Catholic high 
school kids whose simple 

world consists of heroes— 
themselves—and villains—per¬ 
sonified by Sister Assumpta, the 
authority figure they see as 
standing in their way of having 
fun. Combining their talents, 
the boys, played by Rutile 
Hirsch and Kieran Culkin. 
come up with a comic book ver¬ 
sion of the world as they see it, 
with the nun becoming a motor¬ 
cycle riding demon and they, of 
course, assuming the role of su¬ 
perheroes. Directed by Peter 
Care, THE DANGEROUS 
LIVHS OF ALTER BOYS is a 
eoming-of-age story based on 
the popular novel by Chris 

grown-up voice, would incor¬ 
porate the kids* love of comic 
books and would cut into this 
fantasy world, which was the 
animation. They wanted to 
know whether I’d be interested 
in doing that. It kind of seemed 
like an intriguing concept. 
Mixed in with the fact that Jodie 
Foster was going to be involved 
with it. I decided to spend some 
time on it." That time became a 
ten-month commitment. 

The parameters facing Mc- 
Farlane were a limited budget 
and a short, for animation, turn¬ 
around schedule. "It wasn't go¬ 
ing to be done in a big place like 
Disney or Pixar, w here it would 
be done in-house—we didn't 
have that luxury," said McFar- 
lanc. "When you have dilem¬ 
mas placed upon you. then you 

McFarlanc said. "You need a di¬ 
rector. but behind the director, 
behind the cameras, there are 
key grips and people who light 
it and cinematographers and 
sound. Animation is the same 
way: It takes a lot of people to 
get the final product done. I de¬ 
signed part of it and drew some 
of it. but no one person can do 
all the wea k to gel the animation 
done. 

"Animation is sort of a free¬ 
lance business—you come and 
go. 1 bumped into a couple of 
people Fve done business with, 
otherwise it was just Who's 
available? and Can we get it 
done? and Does everyone have 
the schedule under their belt ?" 

The imaginations of Francis 
and Tim didn't lend themselves 
to a polished. Disneyesque ani- 

I am and if you w ant to go chase 
the girls and rescue the damsel 
in distress, so be it—you do 
what you have to do and I’m 
going to do what I’m going to 
do. There are a lot of metaphors 
and symbolism of these guys 
lives, beyond just that they 
thought the teachers were bad 
or Catholicism would hold them 
back a little bit." 

Before production rolled, 
McFarlanc met frequently with 
Foster and Care, planning the 
direction and look of the ani¬ 
mated scenes. The two units, 
animation and live action, shot 
simultaneously. "We all got to 
throw our two cents in," said 
McFarlanc. "Then we sort of 
went away, got some of the ani¬ 
mation done, and when some of 
the animation came back we 

The Lives 

Coming of Age... Todd McFarlane Style 

Fuhrman. Producer Jodie Foster 
plays the lame Sister Assumpta. 
whose main concern is for the 
welfare of her students, al¬ 
though the teenagers fail to get 
the point. 

Throughout the film, the 
boys’ imaginations run wild, 
and are visualized in sequenees 
animated by multimedia guru 
Todd McFarlane, the man who 
created the ground breaking 
comic book character Spawn. 
Jay Shapiro, another of ALTAR 
BOYS’ producers had seen 
SPAWN, and offered the job of 
directing the animated se¬ 
quences to McFarlane. "He told 
me of this project, which wasn't 
going to be a big budget film." 
said McFarlane. “It was this 
live-action movie that, instead 
of having this voice-over show¬ 
ing the angst of the kids or the 
coming of age cliche of the 

do what most people do: You do 
the research and development 
here locally. You develop the 
characters, do the storyboards, 
do the backgrounds, but the ac¬ 
tual physical labor of it gets 
done in different places around 
the world. 

"In this case, we got it done 
in Korea. We had time sort of 
condensed on this. We didn't 
have an army of people w orking 
on it, but otherwise doing the 
design, the backgrounds, the 
storyboards, the editing and get¬ 
ting it done, all that was consis¬ 
tent from SPAWN to ALTAR 
BOYS." 

McFarlane rounded up some 
SPAWN alumni, including Ter¬ 
ry Fitzgerald, Eric Radomski, 
and Mike Wolf, w ho produced 
TOM AND JERRY: THE 
MOVIE. "Animation is no dif¬ 
ferent than making a movie," 

mation technique. Instead. Mc¬ 
Farlane used a rough, stylized 
visual style. "It*s sort of fantas¬ 
tic; the animation is a little raw 
visually, because it’s supposed 
to be the mind of a fourteen 
year-old. Another topic of con¬ 
versation was whether we 
should make it slick. I'm forty- 
one. and 1 can do a lot of slick 
stuff, and with technology, we 
can do even a lot more slick 
stuff. But this was the early 
’70s, and a fourteen year old 
boy, where do you put his style? 
It’s just a voice-over that’s 
there, and if you follow the se¬ 
quence of the story, it’s not just 
who’s the bad guy. but who 
your friends are. 

"There’s even the division of 
the transformation of the two 
lead boys. One goes from the 
muscle to the skeleton, which 
means I’m just going to he who 

got back together. When we 
had to start to edit and actually 
put it into the film as a whole, 
that’s w'hen they got heavily in¬ 
volved again. They were in¬ 
volved at the beginning and at 
the end, and obviously we had 
to get approval all the way 
through. 

"We had a fair amount of in¬ 
teraction with Jodie Foster, es¬ 
pecially towards the end when 
we were trying to marry the 2-D 
to the live-action. My interac¬ 
tion w'ith her was different from 
what most people would think. 
They see her as an actress. If 
you’re a director, then you di¬ 
rect her as an actress. But she 
has directed herself, and she’s 
got a lot of good ideas. Al¬ 
though she starred in this, she 
was also one of the producers, 
so she came at it from that an¬ 
gle. My conversations with her 
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were for production rea¬ 
sons; How do W'e solve this 
problem, or this is looking 
good, or is this a headache 
wc*U be going over budget 
on? They were more prag¬ 
matic. 

“Everybody had ideas, 
and animation doesn’t allow 
for a lot of subtlety and nu¬ 
ances unless you have $40 
million and four years to 

artists who helped to bridge 
the gaps. “1 think they did a 
nice job using folcy and 
sound to hutt up the abrupt 
cuts from the live-action to 
the 2-D.” he said. “We 
knew that we weren’t go¬ 
ing to do any of these fade- 
in and fade-out, pretty tran¬ 
sitions; the boy is standing 
there, sort of melancholy, 
then all of a sudden, da da 

work on it. We didn't have 
that luxury. It was trying to 
get everyone to understand 
that there are rules for ani¬ 
mation and rules for live ac¬ 
tion. and somehow we have 
to figure out how to make 
both of those work within 
the confines of a final prod¬ 
uct. It wasn’t a complete 
love-fest." 

Since the animated se¬ 
quences would be quick cuts 
back and forth from the live- 
action sequences. McFarlane 
gave high marks to the foley 

da da. That can be a little 
disruptive, especially given 
that you’re changing actu¬ 
ally 3-D and 2-D worlds 
right in front of people. 
There arc moments where I 
think they did a nice job 
starting the music or even 
(havingl voice-overs trip¬ 
ping into live action, giving 
you one, two, three seconds 
of a lead, and then. boom. It 
doesn’t seem that the cut is 
that harsh, because they 
lead you into this new 
world.’* ©IF® 

SACRED AND PROFANE: 
Putting the yearnings and fears 
of adolescent boys into animat¬ 
ed form. Todd McFarlane came 
up with evocative designs for 
classroom crushes (left) and 
overbearing authority (right). 
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By Andrew Osmond 

w 'Were he dragons, a phrase to send 
a m shivers up the spine. On ancient 

M K maps, the words conjure visions ot 
distant, magic realms, terras incognita 
where cartographers admit delcat and scur¬ 
ry home. In these far-off places of the imag¬ 
ination. tme might see a great winged shape 
in the sky, a flash of fire, an echoing roar. 
And one would live in awe and wonder til 
beasts older than time itself, creatures 
greater and more powerful than the strength 

of dreams. 
But not here, in the real world of taxes 

and technology and TV. Until now. RElCiN 
OF FIRE, the new summer actioner from 
Spyglass Entertainment, brings dragons out 
of myths and fairy-tales and pits them 
against the know-how of modern man. 
Goodbye civilization. 

The story begins with a lengthy prologue 
set in present-day London. The city’s sub¬ 
way system is being extended when the dig¬ 
gers hit an underground cavern (plainly, 
they haven't seen I967*s QUA! ERMASS 
AND THE PIT—which also involved nasty 
discoveries near London subways—or they 
might have been warier about poking 
around). Inquisitive schoolboy Quinn, the 
child of one of the investigators, ventures 
into the hole and makes, as director Rob 
Bowman put it mildly, "a very unexpected 

discovery." 
Cut forward to 2032 and... the world is 

different. There are fewer people for a start, 
and the survivors huddle indoors and watch 
the skies with the same terror that JAWS 
audiences had for beaches or the characters 
in TREMORS had for 
Nevada deserts. This 
is the age of dragons: 

ARRESTED DEVELOPMENT: Inno¬ 
cent curiosity sews the seeds of hu¬ 
manity’s downfall at the beginning of 
REIGN OF FIRE (left). Below: Director 
Rob Bowman built his own castle in 
the Irish countryside. 

iJh- 

lethal, pitiless killing machines that infest 
the planet like a swarm of outsi/ed locusts. 

The story centers on one of the tew re¬ 
maining human communities, scrabbling 
for survival in bumed-out Blighty. In a neat 
acknowledgement of the medieval fantasy 
settings of many dragon tales, the eighty- 
odd souls use a castle for their base, and so¬ 
ciety has reverted to old-style feudalism. 
The castle lord is Quinn (Christian Bale), 
the onetime schoolboy who saw the drag¬ 
ons' emergence firsthand. A grim, harsh 
man. Quinn is committed to his people's 
safety. Fighting the dragons, he believes, is 
a fool’s game. The most one can do is stay 
out of their way. and stay alive. From 
Quinn’s perspective, the dragons’ predica¬ 
ment is as great as the humans.' The mon¬ 

sters have eaten the planet 
so bare, they’re starving. 
The humans just have to 
wait them out. 
Of course, no Hollywood 
film can allow that thinking 
to prevail. Enter the splen¬ 
didly-named Denton Van 

Zan, the Yank leader of a mercenary team 
who demonstrates that, come Armageddon. 
Brits and Americans won't sec eye-lo-eye. 
Van Zan is a dragon-killer who believes 
he's found the key to victory. The dragons, 
he’s discovered, have their own king, a 
great brute who fertilizes every dragon egg. 
The humans, not very affectionately, call 
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> lor exterminat- 

him "Ashley." Take oul Ashley— 
whose lair is in ruined London— 
and the war’s won. At least that's 
Van Zan's view. Quinn is less 
than taken with the upstart— 
’’Don't you have enough dragons 
to kill in America?”—and refus¬ 
es. point-blank, to help. 

“REIGN is the story of hu¬ 
mans struggling to survive,” said 
director Roh Bowman. His name 
may be unfamiliar to cinemago- 
ers. but he’s an sf and fantasy vet¬ 
eran. having served on several 
generations of genre TV shows. 
His early gigs included work on 
QUANTUM LEAP. STAR 
TREK: THE NEXT GENERA¬ 
TION. and the excellent TV ver- 

M w ; 

sion of ALIEN NATION. He became best- 
known. though, lor THE X-FILES. for 
which he directed over thirty episodes, 
ranging from epic are stories like 
"Endgame” to deconstructve fan-favorites 
like "Jose Chung’s h'rom Outer Space." 
More importantly. Bowman directed the 
theatrical X-FILES film, which may have 
confused newbies hut boasted some splen¬ 
didly cinematic set-pieces, especially the 
frozen living saucer finale. 

Bowman likes to describe REIGN 
OF FIRE as presenting “the last few 
desperate moments” of an epic strug¬ 
gle. “We wanted to portray a set of 
extreme circumstances where hu¬ 
mans struggle to survive each day by 
the grace of God. There are not many 
humans left, and not many dragons 
left. The question is w hether the end¬ 
ing w ill be a man and woman walk¬ 
ing into the sunset, or a dragon Hying 
over it!’ At bottom, said Bowman. 
REIGN is about people, not dragons. 
"When the situation is so 
extreme, it really tests peo¬ 
ple’s mettle. You find out 
who someone truly is." 

Producers Roger Birn- 
baum and Gary Barber 
agree. "It’s a battle for sur¬ 
vival between two sides de- 

ATLANTIC OVERTURES: Two Americans 
(Matthew McConaughey and Izabella 
Scorupco. at left) try to convince a British 
leader (Christian Bale, right) that there are 
ways to exterminate the dragons that plague 
the Earth. Left: REIGN envisions our world 
regressing into a desperate feudalism. 

termined to destroy each oth¬ 
er.” said Birnbaum. "The 
themes aren't deep or hid¬ 
den—it's a straight action-ad- 
venture.” Added Barber. "The 
scenario is that no one knows 
how many humans are left, 
how many pockets of sur¬ 
vivors. Quinn's people are iso¬ 
lated at the beginning of the 
film. Then suddenly. Van Zan’s 

team turns up, but there's no guarantee 
they're friendly. Both teams want to sur¬ 
vive. are determined to survive, but have 
ven' different ways of going about it.” 

How did the filmmakers construct the 
human story? "We boiled the idea down to 
something you could hang your hut on." 
said Bowman, coining an admirably mixed 
metaphor. "The basic idea was to find a 
conflict between two lead characters who 

have the same goal: to make the dragons go 
away. Quinn thinks we should outlast them, 
wait for them to starve. Van /.an thinks hu¬ 
mans should bring about the dragons' ex¬ 
tinction themselves, even if that means sac¬ 
rificing lives. Quinn’s response is that there 
are few enough humans left already, and 
lie’s not going to let any more he dragon- 
food. If Van Zan wants to try with his own 
mere team, that’s great, hut Quinn won’t 
help." 

Bowman likened REIGN’s approach to 
JAWS, a film defined hy the lead irio of 
Roy Scheider. Robert Shaw, and Richard 
Drey fuss, rather than by Bruce the shark. "I 
liked the way the people in JAWS created a 
sense of reality. Even though the shark was 
cheesy, people could forgive it because of 
die dimensionality of the characters. The 
first ALIEN film was like that too. These 
films found a way to ground absurd ideas." 

Following these two predecessors. Bow ¬ 
man wanted to convey a sense of humans in 
perpetual fear. "It's like being a sw immer in 
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“Living with dragons is like being a swimmer in the Great Barrier Reek You 
might go for a month without seeing a predator, but the danger is always there.” 

—Director Rob Bowman 

took title roles in DRACULA 20(H) 
and the USA Network miniseries AT- 
TIL A THE HUN. 
Children are an important part of 
REIGN’s world. Quinn's community 
includes twenty-odd youngsters horn 
after the dragon catastrophe, the hope 
for humanity’s future. “The adults tell 
the kids stories, entertain them, try to 
give them a sense of normality in this 
dire situation,” said Bowman. "It’s 
the adults who go and take the risks, 
leaving the children home." Among 
the youngsters. Quinn sees the teen 
orphan hoy Jared as his heir. “Quinn 
is mentor to Jared, training the hoy to 
take over when Quinn dies,” said 

the sea around the Great Barrier Reef. You 
might go for a month and never see a shark 
or a predator, but the danger is there every 
second. In REIGN, every time humans go 
outside, they’re in danger from dragons." 

The REIGN characters are hardened by 
circumstance. "Everyone has suffered, 
everyone has lost people. No one worries 
about small things, or talks much about 
their own experiences. It's like there’s no 
need for New Yorkers to talk about Septem¬ 
ber 11th. because everyone knows what 
happened, everyone feels the same way." 

Quinn is especially reticent about his 
past. “All lie’s about is keeping people 
alive." noted Bowman. “He's like a feudal 
lord, strict and authoritarian. Mis people's 
situation is all that concerns him. It's a hard 
lifestyle: The food is bad, the work is hard, 
there can be acrimony. He sustains his peo¬ 
ple through fears and frustrations, so they'll 
keep living a day at a time. He never talks 
about his personal traumas, about how he 
was the first person to see a dragon. ” 

Quinn is played by Christian Bale, who 
came to fame in Spielberg's World War II 
drama EMPIRE OF THE SUN. playing the 
eleven-year old boy stranded when the 
Japanese invade Shanghai. He had another 
junior role in the more obscure LAND OF 
FARAWAY, a European fantasy adventure 
starring Christopher Lee. More recently. 
Bale was the reporter in the glam-rock 
homage VELVET GOLDMINE and court¬ 
ed controversy as the anti-hero of AMERI¬ 
CAN PSYCHO. 

Quinn’s rival Van Zan is played by 
Matthew McConaughcy. whose varied ca¬ 
reer takes in everything from John Grisham 
legal thrillers (A TIME TO KILL) to Gen-X 

comedies (Richard Linklaler’s SLACK¬ 
ERS) and alien encounters (CONTACT, 
where he played the charismatic believer to 
Jodie Foster’s staunch atheist). More re¬ 
cently. he was the reality television star of 
EDTV. 

“As Van Zan. Matthew drops all the 
cuteness and charm from his other films." 
said Bowman approvingly. "He’s stern, 
nasty, everything required to get the job 
done. He has his eyes on the prize, and fo¬ 
cuses on that to the 
exclusion of all else. 
He’s a very simple 
character." The paral¬ 
lel with Quinn is obvi¬ 
ous. "They’re both 
bull-headed charac¬ 
ters, utterly stubborn 
and sure they’re right. 
The trick is to show 
how they’re both 
right." 

The most promi¬ 
nent female character 
is Alex, played by 
Polish model/sing¬ 
er/actress Izabella 
Scorupco, best known 
to Hollywood audi¬ 
ences as the Bond girl 
Natalya in Pierce 
Brosnan’s outing 
GOLDENEYE. Alex 
is a helicopter pilot 

and part of Van Zan’s mercenary team. 
Bowman describes her as a hardy soul. 
"Like Van Zan. she’s committed to doing 
her part in killing the dragons. She’s steeled 
her emotions, she has no time to cry. She 
has a relationship with Quinn, but it's 
played very subtly in the background." 
Alex’s counterpart is Creedy, Quinn’s right- 
hand man, who acts as a voice of reason ami 
even makes his master laugh at times. 
Creedy is played by Gerard Butler, who 

FIGHTING FOR THE FU¬ 
TURE: Reluctant to risk 
the lives of his people. 
Quinn (Christian Bales, 
left) remains wary of the 
Amarir'sn'c nmhilionc 



monster adventure DEEP RISING, which 
involved a large amount of CG character 
animation. “Blit it’s astounding how tech¬ 
nology changes, even in five years. There 
are so many things we can do now that we 
couldn’t then. The advances are phenome¬ 
nal.” 

Burton worked tin REIGN for two years. 
Although the dragons are often unseen— 
true to the JAWS and ALIEN tradition— 
their restricted appearances involved huge 
amounts of CG. As well as the dragon de¬ 
signs and character animation. Secret Lab 
had to create atmospheric elements: not on¬ 
ly obvious things like the dragons* fire, but 
also smoke, fog. and cloud. For example, an 
ominous swirl of embers heralds the ap¬ 
proach of Ashley, the villain of the piece. 

To help, the studio used a type of pro¬ 
gram known as CFD. for Computational 
Fluid Dynamics. CFD programs are used in 
scientific applications by such organiza¬ 
tions as NASA, and most effects houses 
have a version of the technology. “The idea 
is to generate the different elements using 
one theory, one set of basic principles,” said 
Burton. “We had an amazing group who 
created the program." Secret Labs’ version 
of CFD is called Smaug. after the evil drag¬ 
on in Tolkien’s The Hohhit. (Smaug also 
has a fireworks cameo in Peter Jackson's 
FELLOWSHIP OF THE RING.) 

CFD programs are designed to work out 
what will happen in an environment with 
given parameters. The effects of one body 
or force on another, the consequences of 
climate in a given space, are worked out in 
incredible detail. In a NASA simulation, the 
purpose might be to predict a rocket's 
flight, or simulate how exhaust flames 
would burn across a launch pad. In REIGN, 
the CFD technology was used to compute 
how an imaginary creature with great speed 
and mass would affect the sky around it. 

Bowman. Jared is played by 
sixteen year-old newcomer 
Scott Mouller. who was grant¬ 
ed time off from school to act 
in the film. He was told to 
watch EMPIRE OF THE SUN 
and model his performance on 
the young Bale. 

Other supporting roles are 
taken by two STAR TREK 
alumni. Alice Krige, unforget¬ 
table as the seductive Borg 
Queen in STAR TREK: FIRST 
CONTACT, plays Quinn’s 
mother in the present-day pro¬ 
logue. Alexander Siddig. Doc¬ 
tor Bashir in all seven seasons 
of DEEP SPACE NINE, plays 
Quinn’s radio operator Ajay. 

REAL 
Rob 
center ana ieiij, wornea 
to bring an air of tense 
desperation to REIGN's 
future society. 

One person definitely tun in the film, contra 
a long-running rumor, is Austrian oak 
Arnold Schwarzenegger. “There was some¬ 
thing in the rumor,” Bowman allows care¬ 
fully. “Maybe he expressed an interest, or 
maybe it was just his agent. But the deal 
never got as far as me.” 

Meanwhile, in Burbank, the Secret Lab 
effects house was busy creating REIGN OF 
FIRE’s dragons. Despite his admiration for 
JAWS. Bowman was aiming lor something 
more impressive than a mechanical shark. 
CGI dragons have had a bad name since the 
sword 'if sorcery misfire DUNGEONS 
AND DRAGONS, but Bowman said there’s 
no comparison with his film. If REIGN’s 
story owes something to JAWS, its monster 

aesthetic is straight from JURAS¬ 
SIC PARK. 

“We’ve aimed to make the drag¬ 
ons totally photo-real,” said Bowman. 
“That is. we wanted them to look as real as 
everything else, as real as the humans in the 
next frame. The difference between REIGN 
and a film like DUNGEONS AND DRAG¬ 
ONS is that the level of design work, be¬ 
havioral work, the level of finish is much 
greater. It took months and months to get 
the level of detail we needed on the skin 
and muscle, as well as creating the dragons’ 
attitudes and behavior. We’re exploiting the 
highest end of digital technology.” 

Monster-makers Secret Lab began life as 
Dreamquest, an independent company that 
worked on TOTAL RECALL and CRIM¬ 
SON TIDE, among others. It then became 
part of the Disney Motion Picture Group, 
before being absorbed into Disney’s Fea¬ 
ture Animation department (Disney is dis¬ 
tributing REIGN OF FIRE). The titles on 
the company CV include DEEP RISING, 
the remade MIGHTY JOE YOUNG, 
FLUBBER. GEORGE OF THE JUNGLE, 
BICENTENNIAL MAN. and spot-removal 
duties on the live-action 102 DALMA¬ 
TIANS. A continuing relationship with pro¬ 
ducer Jerry Bruckheimer (CRIMSON 
TIDE) brought work on CON AIR and AR¬ 
MAGEDDON. 

Secret Lab’s Visual Effects Producer is 
Erika Wanberg Burton, who’s worked in ef¬ 
fects for almost a decade. Starting at Indus¬ 
trial Light and Magic, she served on the 
first MISSION IMPOSSIBLE and MEN IN 
BLACK films, as well as the underrated 
kids fantasy INDIAN IN THE CUP¬ 
BOARD. Burton then moved to Secret Lab 
(Dreamquest at that time) to work on such 
films as BICENTENNIAL MAN and THE 
KID (Bruce Willis). Asked which films pre¬ 
pared her for REIGN. Burton cited the sea- 
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Richard Hoover, visual effects supervi¬ 
sor at Secret Labs, explained. “Smaug is 
economical—we only have to run the simu¬ 
lation once to generate all the info, which is 
good, because the simulation could take 
hundreds of machines and days to run. If we 
had to re-render it, it'd lake forever! Once 
the simulation is complete, we can dial the 
factors up. down, tweak it as we want. We 
love real physics and aerodynamic accura¬ 
cy. but we need to enhance them. We need a 
simulator with knobs on.” 

Hoover gives the example of a dragon 
flying through a ball of smoke. "The pro¬ 
gram starts by giving a mathematical inter¬ 
pretation of the situation. We need to know 
how elements will interact, what happens 

when the dragon Hies through the smoke 
and moves it around. Now, the result might 
he a little disappointing. For example: Run¬ 
ning the simulation, we might see the drag¬ 
on slices cleanly through the smoke, not 
disturbing it much. So. we take the forces at 
play and turn them up to make things inter¬ 
esting. while still grounded in reality. That's 
a case of the art department putting knobs 
on." 

But what of the dragons themselves? To 
a modern audience, dragons have connota¬ 
tions of dreams and magic. Many fantasy il¬ 
lustrators draw them as wispy faerie crea¬ 
tures. RLIGN's creators chose the opposite 
approach. According to Hoover, ‘ Our one 
concession to the dragons of myth was that 

our monster should be a bat-winged, reptil¬ 
ian creature. Beyond that, we did every¬ 
thing w'e could to make it realistic. We even 
had a doctor from the Los Angeles Zoo 
come in to look at early designs. We laid a 
lot of importance on making the dragon 
anatomically possible, building it from in¬ 
side out." 

“We started with the dragon's hone- 
structure and musculature," Hoover contin¬ 
ued. ‘The dragon's rib-cage was taken from 
birds, with a keel-shaped sternum | breast¬ 
bone | w here the great flight muscles attach 
to the rest of the body. As w ith birds, the 
dragon's muscles are biggest under the 
shoulders, to Hap the w ings. The dragon's 
neck, head, tail and legs all resemble a croc- 
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DEATH DEFYING: The 
"Archangel" method ol 
dragon extermination re- | 
quires helicopters and 
skydivers. but doesn’t sit 
well with the recalcitrant 
Quinn. 

odilc. We looked at 
crocodile and bird 
skeletons to see 

how they could be combined. The 
dragon's scales are a cross between 
alligator and snake scales. They 
weren't 'painted;' instead, we used 
a CG hair-renderer to make (hem 
grow on the dragon's body. 1 don't 
know how much audiences will 
pick up. but the dragons operate on 
a very deep level.” 

Co-producer Barber believes that 
making the dragons realistic is the 
key to making them frightening. 
“The film suggests dragons might 
have followed a real biological evo¬ 
lution. Dragon myths go hack thou¬ 
sands of years; what if they were 
grounded in fact? We're offering the 
audiences a different perspective 
from the dragons of myths and leg¬ 
ends.’’ 

What about the dragon's famed 
fire-breathing? Here, the Secret Lah 



NEXT DEGENERATION: 
Scott Moutter plays 
Jared, a teenager being 
groomed by Quinn for a 
leadership role. 

team found their inspiration in the 
strangest source: "From the first 
days,” said Barber, "we talked 
about the physiology of the drag¬ 
ons' fire-breathing, how it could 
he possible. Would the dragon's 
jaw have It) be made out of bone? 
Then we heard about a South 
American bug that defends itself 
by shooting lire from its ass! It 
secretes two different chemicals, 
the same ones used in the produc¬ 
tion of napalm. 

"We extended this idea to the 
dragon, giving it two bladders in 
its neck, one on each side, which 
accumulate each of these chemi¬ 
cals. When the jaw muscles 
squeeze, the liquids shoot 
out each side of its mouth 
and cross fifteen to twenty 
feet in front of the creature, 
igniting. In this way. the 
dragon never ‘breathes’ fire, 
so we didn’t have the prob¬ 
lem of how fire comes from its mouth." 

Do the dragons have personalities? Said 
Bowman, "They’re not sapient like hu¬ 
mans. but the ones still alive are the most 
cunning of the species. They have an ani¬ 
mal intelligence, like a creature in the wild 
that stays away from danger”—Echoes of 
the "smart fish" in JAWS—"They're not 
crazy monsters that break down the door to 

eat you. They pick their mo¬ 
ments and try to create moments. Ashley, 
the king dragon (a queen in early drafts], is 
very cunning, and bigger and smarter than 
the rest.” 

Obviously, there’s little point building 
convincing and deadly monsters if they’re 
not doing anything. As Hoover put it. “We 
were always thinking. What is the audience 
looking for? They want to see how the 

dragons will attack, how destructive they 
are.” The film is punctuated by several set- 
pieces. One involves humans gathering 
food from a field when they're attacked. “It 
underlines how dangerous it is outside the 
castle,” said Bimhaum. 

Another major selpiece involves Ashley 
attacking Quinn’s castle. “It was a huge 
challenge for us.” said Hoover. “All we 
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From American Psycho to British Patriarch: 
Bringing Humanity to Filmed Fantasy 

By Andrew Osmond Christian Bale is best 
known lor major Holly¬ 
wood pictures like EM¬ 

PIRE OF THE SUN and 
AMERICAN PSYCHO, but 
there's a smaller, more curious 
film lurking in his CV. “I’m not 
often asked about it.” he said in 
mild surprise when LAND OF 
FARAWAY, a children’s fanta¬ 
sy on similar lines to NEV- 
ERKNDING STORY, was men¬ 
tioned. Based on a book by 
Pippi Longstocking creator 
Astrid Lindgren, the 1987 Eu¬ 
ro-pudding was co-produced 
between Norway. Sweden, and 
Russia, and represented Bale's 
first brush with fanta¬ 
sy effects cinema. 

Not that FAR¬ 
AWAY was exactly 
cutting-edge. “It was 
filmed in Russia.” he 
remembered, “and 
was very low-tech. 
There was one scene 
where we needed to 
have wind blowing 
and rather than use a 
normal wind-ma¬ 
chine, it was cheaper 
to bring in a pro¬ 
peller-driven plane— 
presumably it was 
just lying around 
somewhere. So we 
did the scene, and of 
course, we couldn’t 
hear a damn word 
over the propeller! 
We had to read each others lips 
and dub the lines on later. The 
special effects were minimal, 
just a couple of shots. I'm glad 
to say things have advanced 
now." 

A lot has happened in the 

fifteen years since Bale's Russ¬ 
ian adventure. For one thing, he 
won a dream part in Spielberg's 
World War N blockbuster. EM¬ 
PIRE OF THE SUN. where he 
played the misplaced school¬ 
boy hero. Since then, the 
Welsh-born Bale has been in a 
steady stream of roles. And 
while it may be that his part as 
Bret Easton Ellis' AMERICAN 
PSYCHO has received the 
most recent attention, his other 
roles range over the thespian 
map. 

In brief. Bale has done pi¬ 
rates (an underrated TV TREA¬ 
SURE ISLAND, alongside 
Charlton Heston and Oliver 
Reed). Shakespeare (HENRY 

V. A MIDSUMMER NIGHT S 
DREAM), glam rock (VEL¬ 
VET GOLDMINE), Disney 
(NEWSIES, POCAHONTAS) 
and the Bible—playing Jesus to 
Pernilla August's (PHANTOM 
MENACE) MARY MOTHER 

leashes the dragons," explained 
Bale. “[As an adult,] he’s 
racked with guilt and responsi¬ 
bility. protecting a small com¬ 
munity of people in a lonely 
fortress. Like Van Zan |the 
character played by Matthew 

McConaughey 1. he 
wants to defend hu¬ 
mans from the drag¬ 
ons. But the two char¬ 
acters are essentially 
enemies.” 

Given the set-up. 
one might think Bale 
is at a disadvantage. 
His character Quinn is 
the defeatist, believing 
the dragons can’t be 
destroyed, and that the 
only way to beat them 

is to have the stamina to out¬ 
last them. Van Zan, as Bale de¬ 
scribed him. is the "kick-ass, 
John Wayne-type" character, 
eager to whip some scaly, 
monster butt. Surely audiences 
will root for Van Zan all the 

OF GOD. Bale is al¬ 
so the hero in the up¬ 
coming dystopian SF 
picture. EQUILIBRI¬ 
UM. 

In the meantime, 
the actor appears in 
REIGN OF FIRE as 
Quinn, the character 
who starts the whole 
dragon mess in the 
first place. “At the 
start of the film, 
Quinn is the boy who 
stumbles in where he 
shouldn't and un- 

BURDEN OF LEADERSHIP: 
Wracked with guilt, Quinn 
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way: 
Bale didn't think so. 

"Quinn’s arguments with Van 
Zan create tension in the film. 
You see, Quinn is heroic—you 
see him taking care of the peo¬ 
ple around him. He's no wimp, 
he’s ready for any fight. The 
point is that he respects the ene¬ 
my. He has a real fear and awe 
of the dragons. He’s one of the 
very few people who’s faced 
the ‘ultimate dragon.’ Ashley. 
Over the years, Quinn’s seen 
many people trying to fight 
Ashley and the other dragons, 
and he knows what happened to 
them.” 

GROUNDED PORTRAYAL: 
Christian Bale sought to 
find the emotional logic be¬ 
hind Quinn's reluctance to 
confront REIGN'S dragons. 

Arguing Quinn’s side. Bale 
saw Van Zan as making two 
mistakes: “One is, he reads 
Quinn's caution as cowardice. 
The other is. he underestimates 
the dragons, and pays for it lat¬ 
er on. Quinn knows you can't 
just jump in and kill the mon¬ 
sters. It’s not until Van Zan's 
learned that lesson that he real¬ 
izes he must combine with 
Quinn, join forces against the 
dragons." 

There was a time, not long 
ago, when talking about charac¬ 
ters and motives in a monster 
flick was a pointless exercise. 
Bale knows the genre’s reputa¬ 
tion, summed up in the old gibe 
about the actors being jerkier 
than the monsters. One need 

at Jeremy Irons in 
DUNGEONS AND 
DRAGONS, or Jeff 
Goldblum in JUR¬ 
ASSIC PARK, to 
see how the field 
doesn’t favor sub¬ 
tle, nuanced acting. 

“I’ve seen so 
many effects mov¬ 
ies where I felt they 
wasted opportuni¬ 
ties," said Bale. 
"You just have a lot 
of dull scenes be¬ 
tween incredible ef¬ 
fects work. The on¬ 
ly characters are 
bland heroes and 

nameless idiots that you know 
are going to get killed. But 
from the start, Rob Bowman 
[REIGN’s directorl was 
adamant we weren’t going to 
do that. For him, it was essen¬ 
tial the humans were as ground¬ 
ed and gritty and muddy and re¬ 
al as possible. That way, the 
film would seem real to the au¬ 
dience and they wouldn't just 
say. ’That’s ridiculous,* when 
the dragons appeared.” 

Bale went into REIGN OF 
FIRE with little idea of what to 
expect. "I’d spoken with actors 
on other effects films, and 
they’d warned me it was really 
dull, standing on stages in front 
of blue-screens. But. technolo¬ 
gy has moved on. There were 

only two occa¬ 
sions during 

filming when I saw blue- 
screens: one outdoors, and one 
on a set. The rest of the time they 
just take the scene as it is and put 
the dragons in. Of course, you 
have to adjust to looking at 
something that’s not there, but 
you can use your imagination, 
and the artists showed us lots of 
dragon pictures. It became easy, 
with time.” 

Bale remembered that, on 
paper, the REIGN shoot looked 
extremely daunting. In addition 
to the central cast, it involved 
up to 150 extras, many of them 
children, to play the castle- 
dwellers. Even more troubling, 
REIGN’s shoot was long, last¬ 
ing a full twenty weeks. 

“Movie sets are stressful.” 
said Bale. “The pressure can be 
good or bad for you. It’s kind of 
accepted on the films I’ve 
worked on that there’ll be a 
blow-up between the people on 
the shoot—it’s unavoidable. So I 
looked at REIGN’s schedule, and 
I was thinking, my God, this is 
going to he one long, tedious ef¬ 
fects shoot—we'll end up hating 
each other. It’s a great credit to 
the way Bowman ran the set that 
that didn't happen. I can honestly 
say there wasn’t one blow-up 
during the shoot. There were dis¬ 
agreements, but they were talked 
through and worked out and the 
best decisions taken." 

In fact, the most painful in¬ 

cident on the shoot was pure 
accident. “There was one out¬ 
door scene where Quinn and 
Van Zan had a big fight,” re¬ 
membered Bale. "So Matthew 
(McConaugheyJ and me talked 
through what we'd do. We 
wanted a messy, realistic fight, 
with both of us falling around, 
punches not connecting proper¬ 
ly. We wanted to really 'go for 
it’ on take one. with maximum 
energy. The idea is that it would 
look right the first time, so we 
wouldn’t have to do retakes for 
all the different camera an¬ 
gles—I know that doing a fight 
again and again gives you a 
bloody headache at the end of 
the day. 

“So. the fight started and I 
charged at Matthew, and we 
both rolled down a slope. That 
left us with a few grazes, but 
nothing serious. Now. the next 
thing that was meant to happen 
was that Matthew would get up 
and head-butt me. Of course, it 
wasn't meant to connect, but in 
the heat of the moment... 
WHAM! Full contact. It sound¬ 
ed like a watermelon getting 
broken in half. I remember the 
crew around us looking at me 
and wondering. Oh my God. is 
he getting up again? I did, and 
we carried on the fight. Of 
course, my forehead was 
swelling up beautifully by the 
end of the day, but the head¬ 
butt looked great on film. From 
all angles.” CPQ 
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started with w as a live-action image of the 
[intact] castle. Everything else was up to us. 
We had to add in the smoke, the fire, the ef- 
feets of the wind blowing everything 
around, and Ashley interacting with it all." 

The standout sequence in REIGN is the 

round clouds, with the chased man using 
clouds as concealment, flying between 
pockets and ri vulets of cloud, jumping 
through thunderheads. But jumpers don't 
like going through clouds. Also, the whole 
idea is that it's a race between the man and 

glimpse them, little wisps of cloud. Of 
course, it had to be the right kind of sky. 
w ith an ominous and scary atmosphere. 
Then we sped it up. made it scarier." 

Some of the human parachutists were 

hit could kill him, or at least cause great in¬ 
jury. We tried our best, employing very ex¬ 
perienced British paratroopers, but we 
couldn’t do it. The cameraman couldn't get 
close enough, and we couldn't get the ef¬ 
fects Bow man wanted." 

Hence, the resort to 
cloud-plates, green 
screen, and digital 
elements. "We con¬ 
sidered fabricating 
everything, creat¬ 
ing a whole virtual 
world, but that 
would have been 
extremely expen¬ 
sive." said Burton. 
"So, we had to get a 
balance that was as 
convincing as pos¬ 
sible. In Vancouver, 
we shot stunt men 
against green 
screens. They were 
on flying rigs with 
giant fans. The film 
uses background 
plates of real sky 
filmed over Van¬ 
couver. with CG 
cloud-wisps. You 
don’t often see 
them in a plane, but 
occasionally you 

FROZEN IN FEAR: Director Bowman 
has envisioned a world where techno* 
logical advances halted with the on¬ 
slaught of dragons. Right: Bowman 
on-set. so-called “Archangel 

setpiece. In this se¬ 
quence, Van Zan’s 
troops combat the dragons on their own 
turf—or should that he strato-cumulus? 
The meres’ plan is insanely simple: 
Three men jump from a helicopter, the 
first acting as live bait for the dragon, the 
other two chasing the creature. "It’s of¬ 
fering meat to the dragon," said Bow¬ 
man. "The first man has to fall as fast as 
he can. There’s no flapping hands or 
feet—he must fall at what parachutists 
call terminal velocity and hope the drag¬ 
ons will be slow’er! Meanwhile, the other 
paratroopers try to take the dragon. It’s a 
very interactive setpiece.” 

And a bloody difficult one. as the ef¬ 
fects people found out. "It look a hell of 
a long time to plan," said Burton. "We 
read the script, and spent ages asking 
how we would do it. We were hoping to 
get a lot of it in live-action, using stunt 
men on parachutes performing specific 
actions, and then insert the dragons. We the dragon. The bait had to be in tuck posi- 
tried to do that in Ireland, hut there were tion at all times, free-falling at 200 miles an 
two main reasons why we couldn’t." hour. If the cameraman was lying on his 

Hoover took up the story: "Rob’s vision hack in the air, filming this guy coming to¬ 
ol'the scene was that it w'ould all be based wards him, it would be very dangerous. A 
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CG, others were real. “The choices were 
made depending on how distant and how 
fast the characters were,” said Burton. 
“Sometimes they were only motion blurs, 
where the audience wouldn't see their faces 
anyway, so we used CG. Obviously, the 
more money we used, the more realistic we 
could have made it. hut we had to judge on 
the basis of a finite budget." 

Aside from the Archangel sequence, the 

ting is the Norman 
castle, where 
Quinn s people live. 
The technology runs 
to a bevy of military 
vehicles, such as a 
Chieftain tank and a 
Saracen troop carri¬ 
er (an amphibious 
vehicle with six 

MEDIEVAL ORDER: Bearing the bur- 
den of unleashing dragons upon the 
world. Quinn (left) hopes that humani¬ 
ty will outlast the monsters1 reign. 
Above: Gerard Butler (on left), plays 
Quinn's right-hand man. Greedy. 
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other major setpieee occurs at the film's cli¬ 
max, when the characters come to a dragon- 
conquered London, a city that has been de¬ 
stroyed less often on-screen than, say. 
Tokyo or New York, Actually, Bowman was 
anxious that the destruction should not be 
complete. For example, he wanted Big Ben 
to he left standing, though the great clock 
suffers the indignity of dragons perching on 
it. 

"Early in the planning, people were say¬ 
ing. ’Wouldn't it be great if Big Ben top¬ 
pled over?* But I preferred a little bit of 
durability, a feeling of ‘They haven't got us 
all!' It was okay to have a few notches out 
of Westminster Abbey, and Big Ben is dam¬ 
aged. hut I wanted the clock still standing." 

The London action returns the story to 
the subway construction site. As well as us¬ 
ing the Pigeon House (see below) set, the 
sequence involved many FX elements. “We 
integrated a lot of miniature work." said 
Burton. "The models | including one of Big 
Ben | were shot on stages in Burbank. We 
used a whole tabletop to create a miniature 
London street. There are shots of London 
where the miniature is seen in the fore¬ 
ground and mid-ground, and behind it a wa¬ 
ter-plate of the Thames. Then there was a 
matte painting behind, and of course the CG 
dragon flying through it all.** 

Bowman sees REIGN as much more 
than a monster (lick. Even the hasic set-up 
crosses categories. The plot deals with fu¬ 
ture Armageddon, but the film's main set- 

wheels). Not forgetting Alex's helicopter, 
which plays a key role in the Archangel se¬ 
quence. 

Birnbaum explains. "The REIGN world 
is our world stopped short by the dragon 
outbreak. There's no futuristic, science-fic¬ 
tional gadgetry. All the characters have to 
work with is technology from our present, 
and there’s very little left when the story 
lakes place. The only thing our heroes can 
do is pul together what they can.” 

Color was one thing that drew Bowman 
to the Wicklow Gap. a high pass through 
the Irish Wicklow mountain range where 
filming took place. “In winter, the vegeta¬ 
tion in the area has a very' odd look,” Bow¬ 
man said. “It's streaked with browns, reds, 
and golds. It looks like lava, as if the land¬ 
scape had been burned, which was appro¬ 
priate for our post-apocalypse setting. Then, 
one spring weekend, everything turned 
green at once. Luckily, most of the location 
filming had been done by then. For the re¬ 
mainder, we had to remove the green parts 
digitally.'* 

The exterior of Quinn's castle was built 
hy the film team in the Wicklow Gap. Re¬ 
called Bowman. "We couldn't find a castle 
we liked that wasn't a designated national 
treasure—which would have cost quite a 
few dollars—or that wasn't surrounded hy 
houses. Ironically, it was cheaper to huild 
our own." The biggest snag for the film¬ 
makers was the outbreak of Foot and Mouth 
in Ireland, closing much of the countryside. 

“We had a short schedule, 
and thought we might 
have to move to Morocco. 
But wc worked with the 

Irish government. Though w'e couldn't use 
as many locations as we'd planned, wc 
were okay.” 

Castle interiors were filmed at Ireland's 
Ardmore studio, which also supplied cav¬ 
ern interiors. There was more filming at the 
Dublin docks, in a disused factory nick¬ 
named the "Pigeon House” because of the 
hundreds of hirds nesting there. This hosted 
the largest set. a London-style street and 
square where the ill-fated subway construc¬ 
tion takes place. (Part of the prologue, 
showing Quinn’s journey to the site, was 
shot on locution in London’s Trafalgar 
Square.) 

Did Bow-man refer to past movies as 
models? Apart from taking general lessons 
from JAWS and ALIEN, the director said 
no. “I couldn’t refer to 1950s sci-fi invasion 
movies, or llurryhuuscn monster movies. I 
couldn't say. ’Okay, what did the other film 
do at this point?' I was making my own 
footprints in the snow. It was exciting and 
frightening, working without a model and 
having to ask myself basic questions: 
whether a scene was working, whether it 
was convincing, did it flow, did it serve (he 
dramatic rise and fall of the story'.'' 

Given Bowman’s comments about un¬ 
known territory, who do the filmmakers see 
as the main audiences for the film? "It’s pri¬ 
marily targeted at males between thirteen 
and twenty-five.” said Birnbaum, "with a 
secondary audience of twenty-five to thirty- 
nine year-olds. But we think many women 
will like it too!' 

Asked to classify the film. Barber com¬ 
mented. “I'd certainly say it was fantastical. 
By the purest definition, it is fantasy. But 
our intent was hi make an action-adventure. 
The fantasy lies in the fact we've put the 
story into the future, and included an animal 
that never existed. But, we aim for an at¬ 
mosphere of reality. We want to convince 
the audience that what they’re seeing is 
both possible and realistic.** 

As in the glory days of '50s sci-fi cine¬ 
ma, the advice to audiences seems to be: 
Keep watching those skies. 
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Austin Powers in 

Facing Stiff Box Office Competition, Spy do m’s Most 
Upright Member Proves a Hard Man to Beat Down 

(Okay, We’ll Stop) 

By Ed Gross New Line came pretty 
damn close to being 
shagged by MGM. 

when the latter tiled protest 
over the use of GOLDMEM- 
BER as the title of the third 
AUSTIN POWERS feature 
film. Claiming that the film’s 
moniker unfairly violated the 
copyright of the 1964 Janies 
Bond thriller GOLDEINGER. it 
seemed as though MGM might 
derail a film that was already 
well into production. 

"The irony of the whole 
thing—and MGM sort of suc¬ 
cessfully spun it into a copy¬ 
right/intellectual property is¬ 
sue—is that the suit was never 
about anything except the fact 

that New Line hadn’t properly 
cleared the title with the 
MPA A," explained John Lyons, 
producer of the ultimately titled 
AUSTIN POWERS IN GOLD- 
MEMBER. "There's a standard 
operating procedure where you 
post the title with the MPAA. 
everybody has five days to 
protest it and. normally, people 
work out a deal as they did on 
THE SPY WHO SHAGGED 
ME. This one just sort of fell 
through the cracks at New Line. 
Then, New Line issued the teas¬ 
er trailer and sent out the teaser 
one-sheet, and MGM felt some¬ 
thing had to be done or else peo¬ 
ple would constantly flout the 
MPAA rules and just pay fines.” 

Not surprisingly, much of 
this struggle over the title was 

politically based. Essentially, 
MGM wanted New Line to 
reschedule their Denzel Wash¬ 
ington starrer JOHN Q so that it 
wouldn’t open day and date 
with Bruce Willis’ HART'S 
WAR. New Line refused, and 
the struggle began. Thankfully 
for the filmmakers, GOLD- 
MEMBER will rise at theaters 
as intended, while New Line’s 
sole concession to MGM is to 
make sure that a trailer for the 
new 007 thriller. DIE ANOTH¬ 
ER DAY, is attached to each 
print of the film. 

Oh. studios, behave! 
More important than all of 

this tussling over titles is the 
fact that, on July 26th. audi¬ 
ences will get 
the chance to 

LUCAS, EAT YOUR HEART 
OUT: Director Jay Roach 
(left) and Mike Myers hope to 
bring a bit more emotional 
underpinning to what may 
be the final installment of 
the Austin Powers series. 

watch Mike Myers reprise his 
roles of super-spy Austin Pow¬ 
ers (still groovy after all these 
years). Dr. Evil. Fat Bastard 
and. now. Goldmember, a new 
arch-villain who, through a 
tragic accident, has had certain 
aspects of his anatomy... 
changed. 

"When Mike Myers and 
Michael McCullers sal down to 
work out the story,” said Lyons, 
“the question they asked was, 
‘What are we going to do to 
make this film bigger, better, 
and funnier, and deliver on the 
bargain we feel we have with 
the fans?’ So they cooked up the 
idea that this was a trilogy, that 
it had always been a trilogy, and 

that this was the 
ultimate chapter. 
So it’s the ultimate 
summation of this 
tongue-in-cheek 
world, creating 
even more myth¬ 
ology of where 
he’s from, where 

he’s going, where his life is 
headed. We meet his father in 
this one. and we see his rela¬ 
tionship with his father, how 
that’s affected him, where 
that’s taken him and where it is 
taking him.” 

Said returning director Jay 
Roach, who has helmed all 
three AUSTIN POWERS 
films, "When we made THE 
SPY WHO SHAGGED ME, 
we wanted to make people feel 
like we were willing to extend 
what was there and exceed 
their expectations, rather than 
just deliver what they expect. 
We have to do that again, 
which, obviously, is tricky. 



We’ve actually gone in two di¬ 
rections: We've added more 
scale, more production numbers 
and comedic set pieces. It’s just 
bigger, funnier, faster. That’s 
what we arc always striving for: 
making sure that people are get¬ 
ting the most enjoyment for the 
time they invest in it. Then there's 
another direction we’ve gone, 
which 1 think is going to surprise 
people a little bit: There's more 
mcuning. It doesn't take away 
from the comedy, but it's more 
character, it's more story.” 

More character? More story? 
What the hell are they talking 
about? “No one is going to walk 
out of this film thinking it’s 
been turned into Arthur Miller," 
Lyons said. “This is still Austin 
Powers." 

As such, audiences can ex¬ 
pect a plotline that runs high on 
the weird-o-meter. Dr. Evil and 
Mini-Me escape from prison 
and begin zipping through time, 
first to kidnap Austin’s father. 
Nigel, and then to team up with 
Goldmember in 1975. Gold- 
member’s plan for world domi¬ 
nation is to somehow draw an 
asteroid toward earth to destroy 
the planet if his demands aren't 
met. Unfortunately, he doesn't 

1975 who has been 
pursuing Goldmember 
on her own. In be¬ 
tween all this. Austin 
must deal with his re¬ 
lationship with Nigel, 
while Scott Evil at¬ 
tempts a lake over the 
good doctor's empire. 

The real question, 
of course, is whether 
or not an audience that 
gels off on Austin 
Powers taking a sip of 
blended crap is going 
to be looking for the 
deeper elements 
Roach promises. “If 
you buy into these 
characters, you’ll buy 
into it lall],’* opined 
the director. “We’re 
still doing it with a big 
nudge and a wink: it 
never gets maudlin. 
Even when we have 
emotional moments, 
we exaggerate them 
so much that people 
clearly know where 
we’re going." 

According to 
Lyons, what needs to 
be remembered is that 
Austin Powers is os- 
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FOREVER FLASHBACK: Mike Myers as 
Austin Powers joins forces with blax- 
ploitation super-cop Foxxy Cleopatra 
(Beyonce Knowles) above, and. as Or. 
Evil, reunites with Mini-Me (Verne Troy- 
er) at left. 

have the technology to carry off 
the threat. Evil, on the other 
hand, does, and brings Gold- 
member into the present, where 
a giant tractor beam will be 
used to take hold of an asteroid. 
To stop this lime-spanning plan. 
Austin teams up with Foxxy 
Cleopatra (Destiny’s Child's 
Beyonce Knowles), a cop from 

tensibly British, coming from a 
tradition of British humor and 
British vaudeville and musicals. 
“I think that’s really where that 
comes from. And, it is really in¬ 
teresting that that's the stuff that 
the kids go wild for. It’s the 
thing that kind of makes it work 
from ages ten to sixty. Mike’s 
sensibility is hugely informed 

by that." 
“The gross- 

out humor.” 
Roach interject¬ 
ed. “is always a 
tough line to 
walk. We al¬ 
ways talk about 
it. because the 
films are ulti¬ 
mately made for 

the thirteen year-old boy in all 
of us. That’s just the truth of it. 
We are reaching to make you 
laugh in a way that you general¬ 
ly don’t get to laugh as you sup¬ 
posedly evolve and become 
more mature. Comedy, particu¬ 
larly in the British school of 
comedy, which these dims con¬ 
nect to the most, is a type of 

comedy w'here it’s al¬ 
most deliberately not 
polite. “ 

“These films have a spirit of 
celebration of something that is 
pure magic, pure joy, color, and 
dance,’’ Roach offered as expla¬ 
nation to the character’s popu¬ 
larity. “The character is a happy 
survivor. Above that, he also be¬ 
lieves in this hire of himself: of 
being this super-spy—despite 
the fact he’s not that good at it. 
Dr. Evil also believes in himself 
as the ultimate bad guy. and he s 
not that good at it. As much as 
you can look at our films and 
there are all these supposedly 
legendary archetypal charac¬ 
ters. all of them are struggling 
to be barely competent at those 
things and are overco in pen sat¬ 
ing. I think we actually identify 
with that." <SF@ 
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HALLOWEEN: 
RESURRECTION 

Myers Gets Wired in Webcentric Chapter 

By Bryan Cairns Lasi lime wc checked in 
with the stab-happy 
Michael Myers, he had 

caught up to his estranged 
bloodline (Laurie Strode, as 
played by Jamie Lee Curtis) at a 
private hoarding school. In 
HALLOWEEN: RESURREC¬ 
TION, the eighth installment of 
the deathless series, Michael is 
back in prime form, and setting 
his sights on (he small town 
where his murderous rampage 
all began. But this year, he's not 
the only one feeling a bit nostal¬ 
gic. 

"Oh. it's really fascinating to 
come back to a franchise after 
being away for twenty years,” 
confessed director Rick Rosen¬ 
thal. who also helmed HAL¬ 
LOWEEN 2. "In many ways, I 
know more, and 
in other ways, I 
know less. I 
know more, 
‘cause I've been 
working in the 
industry and I've 
shot thousands of feet of film. 
However, I’m still dealing with 
an audience, and an audience is 
incredibly unpredictable. You 
just never know." 

Returning to wage the war 
against evil is scream queen 
Curtis. After stumbling into a 
world of alcohol and paranoia 
in H20, her character, Laurie, 
shifted into Ripley mode to kick 
her brother's ass back to Hell. 
Three years later in RESUR¬ 
RECTION, her circumstances 
are more dire than ever, with 
Michael closing in. 

"It was amazing," Rosenthal 
said about reuniting with HAL¬ 
LOWEEN 2 alumnus Curtis. "I 
hadn't worked with her in twen¬ 

ty years, but she's incredibly 
professional. I loved working 
with her the first time. She’s so 
incredibly gracious and very 
smart, with a great sense of hu¬ 
mor. Plus, she has a great con¬ 
sideration for other people. I 
think people are going to find 
her performance extremely 
good and very bold and brave.” 

The scarefest opens in an 

has taken up residence as a pa¬ 
tient—turns out she finally 
snapped after decapitating an 
innocent man in the last movie. 
Now Mike has come to visit his 
guilt-ridden sis during her 
padded lock-up period. More 
vulnerable than ever. Laurie 
could end up DO A if she's not 
careful, especially since one 
scene involves her dangling 
from the roof with her maniacal 
sibling looming over her. 
"Jamie's only in the first fifteen 
minutes," writer Larry Brand 
revealed. “She was originally 
scripted for a very short time, 
but everybody felt to be fair to 
the audience, and to the charac¬ 
ter, that she needed a little more 

breathing space. As wc went 
through the draft, her part ex¬ 
panded. There’s plenty of hold 
scenes, and her exit definitely 
builds." 

Exit? Come on, does that 
mean she bites it or what? 
"Well, this is HALLOWEEN." 
chuckled Brand. "Who knows 
who’s really dead. I don’t want 
to give too much away.” 

Fair enough. From there, the 
movie basically becomes a cat 
and mouse game when an Inter¬ 
net gimmick turns to horror. 
Digital entrepreneur Freddie 
(Busta Rhymes) comes up with 
a sure-fire moneymaking 
scheme: Invite six college stu¬ 
dents to spend the night in My¬ 
ers’ abandoned H addon field 
house. If they stay the spook- 
filled night (survive is more like 
it), their school tuition w ill be 
covered. At the same time, the 
whole event will be broadcast 
over the web. What could possi¬ 
bly go wrong? 

Try everything. Michael 
shows up in the flesh and his 
mutilating habit kicks into over¬ 
drive. Unfortunately, as the 
blood bath is documented, net 

junkies assume it's all staged 
and part of the show. Even the 
police brush it off as a Hal¬ 
loween hoax. Surprisingly, 
Brand credits Orson Wells’ 
19.18 radio masterpiece War of 
the Worlds as the inspiration be¬ 
hind the plot. “I thought it 
would be interesting to make an 
updated version of that," he 
said. “In fact. I’ve wanted to do 
a film with the broadcast/I ntcr- 
net aspect for some time. When 
I was approached to come-up 
with a concept for HAL¬ 
LOWEEN 8. I took the idea 
and applied it." 

Since H20 provided the 
springboard for Hartnett’s sky¬ 
rocketing career. RESURREC¬ 
TION has amassed the usual 
bag of easy-on-the-eyes actors. 
The possible victims-du-nuit 
include charismatic promoter 
Freddie, his lovely assistant 
Nora (Tyra Banks), political 
feminist Donna (Daisy Mc- 
Crackin), legal student Bill 
(Thomas Ian Nicholas), future 
food guru Rudy (Sean Patrick 
Thomas) and Brand's “surro¬ 
gate." Jim (Luke Kirby). 

Ultimately facing off against 
Myers is heroine Sara (Bianca 
Kajlich), w ho starts out as the 
gawky ugly duckling, hut is 
quickly forced to rise to the oc¬ 
casion. Not an easy task, con¬ 
sidering her dilemma. See. she's 
scared of shadows, a theme ex¬ 
plored from the movie’s begin¬ 
ning. where a balding professor 
lectures on the need to over¬ 
come such a fear, right on 
through to the sortie in the My¬ 
ers house, where you-know- 
who could be lurking in every 
corner. 

Helping Sara cheat the grim 
reaper is an unseen benefactor 
named Myles (Ryan Merriman), 

Rhymes tempt late and the M 
Shape when they stage a web 
event in the old Myers house. 

eerie sanitarium 
where Laurie 
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a young man she met in an on¬ 
line chat room. However, just 
like every' other too-good-lo-be- 
true story on the net. Myles is¬ 
n't what he claims. Sara may 
have bought into his college 
charm, hut the guy is strictly 
high school material. On Hal¬ 
loween night. he's at a party, 
but soon finds himself alone in 
a room, mesmerized by the we¬ 
bcast. Right from the get go. 
Myles realizes something horri¬ 
ble is going on. and that he may 
be Sara's best chance of sur¬ 
vival. 

"Here are these kids, watch¬ 
ing an event occurring over the 
web and being drawn into the 
intrigue of it," said Rosenthal. 
“That interactivity is interest¬ 
ing, and when 
Sara's in jeopardy, 
the only people 
who can save her 
are the ones watch- 
ing the webcast. 
They are seeing her 
through video cameras and the 
surveillance system; they begin 
to communicate with her over 
email, directly onto her Palm 
Pilot. I think that's a very cool 
aspect. They're like. ‘He’s com¬ 
ing up the stairs.* or |lelling her) 
where to go. or how to get there, 
or not to scream. All those sorts 
of things make it very hip.” 

Yeah, it may be cool and 
modern, but since H20 grossed 
over $50 million, the franchise 
gatekeepers wanted to be sure 
that what worked previously 
wasn't ignored. HALLOWEEN 
3 steered away the traditional, 
straight-forward Myers mas¬ 
sacre. instead telling a story of 
cursed Halloween masks that 
failed to find favor with audi¬ 
ences. An online survey con¬ 
ducted by the series' official site 
last year revealed that fans were 
clamoring for more Myers may¬ 
hem. Subsequently, the powers- 
that-be required a little bit of 
convincing before ushering 
HALLOWEEN into hi-tech so¬ 
ciety. 

Arguably, the slayings them¬ 
selves are amongst the most dif¬ 
ficult but satisfying aspects of 
the slasher genre. Yep. let's face 
it. moviegoers anticipate Mr. 
Psychopath sadistically slaugh¬ 
tering his unsuspecting victims. 
Thankfully, it's all just a matter 
of how and when. Highlights 
from Rosenthal's previous H- 
days included boiling a nurse in 

a Jacuzzi, and 
administrating 

a needle in an eyeball. Ouch. 
Having already helmed what is 
considered the most violent of 
the series. Rosenthal admitted 
that fans are probably expecting 
a blood-splattered encore. How¬ 
ever. the director said that w hile 
they've been searching for new 
and inventive killing techniques 
to keep the audience squirming, 
sometimes falling back on the 
old school can be as disturbing, 
if not more. “I'd rather err on 
the creative side,” he explained, 
"but sometimes you're creative 
and it doesn't shock...We're 
looking at one of the killings 
that we think is creative but I 
don't know if its as visceral as a 
very simple [makes a stahhing 
sound]. In other cases, we want¬ 
ed to use a lot of shadows, so 
we’ve incorporated them into 
the murders.” 

With that said, don't expect 
as high of a body count as 
HALLOWEEN 2. Anyone can 
stab 'em and move on, but 
Brand prefers building up ten¬ 
sion before leading to u con¬ 
frontation. Given the circum¬ 
stances, that wasn't always 
easy. Although given free reign 
to run with the RESURREC¬ 
TION concept, after the first 
draft and an outline treatment, 
execs started adding their two 
cents. Brand said sometimes a 
"more is better” combined with 
“if one murder is good, three is 
better” mentality developed. To 

prove the point, the studio in¬ 
sisted that two guards at the 
mental institute reach a grizzly 
demise, a move Brand called "a 
horrible mistake." 

Rosenthal agreed: "Six bod¬ 
ies in a ninety-minute movie is 
one every fifteen minutes. Not 
that they're shot that way. but 
it’s hard to weave in tot) much 
more story if you keep having 
to kill people off. I also don't 
think its as gory as my first one. 
but don't forget, things have 
changed over twenty years. 
When BONNIE AND CLYDE 
came out, it was considered 
gory. Now, its pretty mild." 

Not everyone can pull off 
those homicidal tendencies, 
though. Unlike the Camp Crys¬ 
tal Lake and Elm Street compe¬ 
tition. there’s been a turnaround 
on every HALLOWEEN 
movie. Filling the milky-white 
mask in RESURRECTION is 
stuntman Brad Lorec. who 
Rosenthal feels embodies the 
malevolent Michael perfectly. 
"Brad has a sense of athleticism 
and a kind of power,” he said. 
"When he moves, he kind of 
glides, and there’s a certain 
quirkiness with the head lilt. I 
think he did a good job. not on¬ 
ly physically playing the part, 
but also acting-wise.” 

In late 2001, HAL¬ 
LOWEEN: RESURRECTION 
had slipped into a few selected 
New Jersey theaters for special 
preview screenings. These gath¬ 
erings allowed the filmmakers 

to collect feedback and deter¬ 
mine if touch-ups or major revi¬ 
sions were necessary. Accord¬ 
ing to Rosenthal, the process in¬ 
volved sitting back with a huge 
audience and observing their re¬ 
actions. Did they get sucked in¬ 
to the movie or not? Did they 
laugh at appropriate times? Did 
they laugh at inappropriate 
times? 

Judging by RESURREC¬ 
TION’S release date shuffle 
from October. 2001 to April, 
2002 to July, 2002, maybe not 
all is well in Myersland. Rosen¬ 
thal admitted that fans loved the 
beginning, but part of that seg¬ 
ment might be shifted to the fin¬ 
ish. Even the conclusion itself is 
still being finalized in terms of 
how open-ended it should be. 
Rosenthal chalked up the delay 
to the FATAL ATTRACTION 
syndrome: Ever since that 
movie's ending was re-shot, 
studios have tinkered w'ith the 
last few minutes to ensure view'- 
ers w'alk away satisfied. 

Whatever the reason. Rosen¬ 
thal doesn't appear too con¬ 
cerned. “I think we have a fasci¬ 
nation with the bogeyman, and 
that's universal. As for what 
distinguishes Michael Myers 
from Freddy and Justin. I think 
it is a certain vulnerability in the 
lead characters. Certainly Jamie 
did it in the first two. That com¬ 
bination—a kind of invincibili¬ 
ty and invulnerability, fighting 
each other—well, that's a pretty 
good contest." 
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By Paula Vitaris 

Ultraviolet adj / . sit natal hey and the 
visible spectrum at its violet end-used of 
radiation liaviny a wavelength shorter than 
wavelengths of visible light and longer than 
those ofX rays: 2 : relating to. producing, 
or employing ultraviolet radiation—ultravi¬ 
olet n ULTRAVIOLET: A landmark 1998 

British mini-series about a secret, 
government-funded squad that hunts 

down vampires in modern-day London, a 
town where, like the ultraviolet light the 
vampires shun, many things take place be¬ 
yond the \ isihle spectrum. 

ULTRAVIOLET, comprised of sis hour- 
long episodes written and directed by Joe 
Aheurne. aired on the U.K.'s Channel Four 
in September 1998. The series won a warm 
response f rom both critics and the audience, 
especially from fans of genre and vampire 
stories. (ULTRAVIOLET eventually aired 
in the U S. in July and August 2000 on the 
Sci Fi Channel, and is now available in the 
U K. and the U.S. on DVD and VHS). But 
ULTRAVIOLET is not your usual vampire 
story. There are no capes, pointy teeth, hats, 
wolves, gloomy abandoned castles, garlic. 

or swooning maidens in nightgowns. In 
fact, the word “vampire" is never uttered by 
any of the characters. Instead. ULTRAVIO¬ 
LET takes place in a sleekly modern, im¬ 
personal. chrome and glass London, with 
occasional forays into dumpy bedsits, ex¬ 
pensive homes, airports, clinics, offices, 
bars, and most notably, the streets, where at 
night it’s impossible to tel) the vampires 
from "normal" human beings. On rare occa¬ 
sions. the natural world—grass. Bowers and 
trees, the water of the Thames—intrudes on 
this constricted, artificial environment, but 
such forays seem almost beside the point. In 
ULTRAVIOLET, the world is as cold and 
inhospitable as a concrete housing block, 
and humanity has to struggle for every 
foothold. 

ULTRAVIOLET treats its genre material 
w ith complete realism: its tone is similar to 
British police dramas, hut with vampires, 
not serial killers, on the loose. In that realis¬ 

tic vein. ULTRAVIOLET also presents 
vampirism as a medical condition, an "in¬ 
fection" which can be detected under ultra- 
violet light and even treated if the victim 
has not actually become a vampire. Garlic- 
does get a mention, but only to point out 
that it contains the active ingredient allicin. 
But the squad never refers to their quarries 

as vampires, relying instead on the term 
"Code V." pronounced “Code Fives." 

ULTRAVIOLET'S human characters are 
portrayed w ith a kind of repressed intensity 
that turns even the twitch of a facial muscle 
into a major statement. They display little 
outward emotion, making their anguished 
reactions to troubling, and occasionally hor¬ 
rifying. events even more powerful. Com¬ 
munication is often non-verbal, and the au¬ 
dience has to listen and watch carefully for 
w hat is being said between the lines of dia¬ 
logue This is a show that requires multiple 
view ing to catch its subtleties. By the end. 
ULTRAVIOLET achieves an atmosphere of 
almost apocalyptic dread and suspense, as 
the squad contemplates the bad they've 
done in the name of what they take to be 
good, and as the Code V's plot humanity's 
ultimate fate. 

Our entry into the world of ULTRAVIO¬ 
LET and the secret squad is through the 
eyes of London detective Michael Colelleld 
(Jack Davenport), whose best friend Jack 
(Stephen Moyer) disappears the night be¬ 
fore his wedding, the same night one of 
their informants is murdered. Michael, who 
had trusted Jack implicitly, learns that Jack 
had been on the verge of being arrested on 
corruption charges, yet is only slightly less 

British Television Breaks Form and 

Delivers a Revolutionary Vampire Drama 

THE GOOD GUYS?: The team 
charged with hunting down 
'Code V’s" (from left to right: 
Idris Elba, Jack Davenport* Su¬ 
sannah Marker, and Philip Quasi) 
uncovers serious questions 
about the value of humanity in 
the course of their mission. 





bewildered than Jack’s fiancee, Kirsty (Co- 
Ictie Brown). The situation becomes even 
more confusing when Michael tintis him¬ 
self being interrogated not by the usual In¬ 
ternal Affairs types, but by three secretive 
people who refuse to tell him who employs 
them, or what they’re looking for. 

As the pilot episode unfolds, these 
three—Pearse Harman (Philip Quasi). Or. 
Angie March (Susannah Harker) and 
Vaughn Rice (Idris Elba)—gradually reveal 
to Michael the existence of Code V’s, and 
their belief that Jack has “crossed over.” 
Jack contacts Michael, and they meet at 
night. A terrified Michael is bitten by Jack, 
and then shoots him with a weapon given 
him by the squad, a video-equipped gun 
that shoots carbon bullets, reducing Code 

V's to ash. 
It’s hardly the end of Michael’s ordeal. 

As the squad members inform him. the 
ashes must then be collected and stored, 
since the Code V's are immortal and can 
be revived if the ashes are mixed with 
blood. As the episode ends, Michael is in¬ 
vited to join the squad—they need some¬ 
one with his police and detective experi¬ 
ence. After a tour of their headquarters, in¬ 
cluding the ultraviolet-lit, ash containment 
facility, a reluctant Michael agrees, but not 

recorded on video or audio tape, but in all 
other regards, people who once walked the 
daylight as humans do not abandon their 
identities for becoming Code V's. They 
have organized, they claim, because it’s the 
only way to defend themselves from hu¬ 
manity, which demonizes them and wants 
to destroy them. 

Michael’s new vampire-hunting cohorts 
form an eclectic squad. Pearse Harman, a 
Roman Catholic priest disillusioned by a 
Church that can no longer give him all the 
answers, is the leader. Dr. Angie March 
joined the squad after her husband, a doctor 
and researcher in blood diseases, crossed 
over to the Code V's, taking with him one 
of their twin daughters. Their ashes are now 
contained at the squad's headquarters, with 
Angie only too aware of their proximity and 

without misgivings about the squad’s high¬ 
handed methods that do not always follow 
the spirit, let alone the letter, ot the law. 

Through this clash of mission and the 
law. ULTRAVIOLET explores a number of 
moral and ethical issues rarely touched on 
in the typical, “evil vampire” story. UL¬ 
TRAVIOLET turns dramatic givens on their 
heads, presenting us with the possibility 
that humanity is the problem, not vampires. 
The Code V’s don’t kill when they feed—if 
they do kill, it’s in self-defense. What cont¬ 
aminates the blood supply—environmental 
pollution, nuclear fallout, HIV and other 
blood-borne diseases—contaminates C ode 
V’s as well. As people, they are no different 
than before they crossed over: They may be 
immortal, they may need blood for nourish¬ 
ment, and they can’t be seen in mirrors or 

MORAL LAW: New recruit 
Michael Colefield (Jack 
Davenport) often questions 
the motivations of his fellow 
vampire hunters. 

the possibility 
that they 
could return 

some day. Vaughn Rice 
is a former soldier 
whose unit had been 
overrun by Code V’s. He 
alone survived, despite 
being bitten. 
The six episodes of UL¬ 

TRAVIOLET maintain a remarkable unity 
of tone and visual style, thanks to the un¬ 
usual decision to have one person, Joe 
Aheame. write and direct. A Ian from child¬ 
hood of the movies, particularly anything in 
the science fiction, fantasy and horror gen¬ 
res. Aheame graduated from the University 
of Bristol with a degree in physics, w here 
he also did some post-graduate work in ra¬ 
dio. film, and television. He then worked as 
an editor and director, making industrial 
training films w'hile wwking on scripts tit 
his own. He returned to London in 1995, 
and at the suggestion ol his agent, stopped 
working on spec scripts and tried to get 
work in television. 

Aheame began pitching the vampire sto¬ 
ry that would ultimately become ULTRA¬ 
VIOLET. even though a vampire story was 

probably not the best way to break into 
British television. "There are very few out¬ 
lets for science fiction and fantasy here, and 
part of that has to deal with budgets,’ 
Ahearne said. “We just don’t have the cash 
that you have in the U.S. to do long-running 
series like STAR TREK. Bui it’s also a cul¬ 
tural thing: The people who hold the purse 
strings, by and large, aren t that interested 
in science fiction, horror, or lantasy. British 
movies arc the same—they’re much more 
rooted either in comedy, naturalism, or peri¬ 
od stuff. That tends to he the stuff that gets 
made over here. So it w'as quite difficult to 
get my idea off the ground. 

“I wrote a treatment for this vampire 
idea that I had. went to a company that I’d 
had a few connections with, and alter I d 

done a bit of writing and directing for them, 
they commissioned the scripts." 

That company was World Productions, 
which has produced a number ol popular 
British shows, including the comedy/drama 
BALLYKISSANGEL about an Irish vil¬ 
lage. the medical show CARDIAC AR¬ 
REST. and the young-lawyer show THIS 
LIFE. Sophie Balhetchet. the World Pro¬ 
ductions executive who produced ULTRA¬ 
VIOLET. met Ahearne when he brought her 
two pages of his initial concept, then called 
VAMPIRE SQUAD. ”1 thought that the 
take on it was so smart, and such an inter¬ 
esting wfay to turn vampires into a hip, ur¬ 
ban myth.” Balhetchet recalled. "Our rela¬ 
tionship really began from reading those 
two or three pages. Joe then wrote the script 
for what eventually became episode one, 
and it took life from there. Because the 
company was making THIS LIFE, and it 
was a show Joe liked very much, we invited 
him to write and direct two or three 
episodes of that show whilst we were set¬ 
ting up and financing ULTRAVIOLET. 

"It’s most unusual to get a show in the 
science fiction genre financed by U.K. TV. 
We appreciate American shows, everything 
from STAR TREK to BUFFY, and when we 
buy from America, our audiences love it. 
But when we try to make it ourselves, it 
seems to be in some odd way counter-cul¬ 
tural. British television grows out of the 
television of social realism and soap opera. 
We pay great homage retrospectively to 
films like BLADERUNNER or 2001: A 
SPACE ODYSSEY, hut when you’re offer¬ 
ing up genre and non-realist pieces, there s 
a subtext that it’s all a hit silly. It’s quite dif¬ 
ficult to get the genre taken seriously at all. 
There’s a tendency for people to say. ‘Oh. 
the Americans do that well, we can t do it. 
Based on the quality of the material, and be¬ 
cause Ahearne and World Productions were 
in agreement that the series' tone would he 
as realistic and understated as possible, the 
company decided to take the risk and pro¬ 
duce ULTRAVIOLET for British television. 

Ironically, a tondness lor gothic vampire 
movies like Hammer’s horror films and the 
film version of Anne Rice's INTERVIEW 
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WITH THE VAMPIRE inspired 
Aheurne to do this very different type 
of vampire story. "The thin*: I thought 
was fantastic about INTERVIEW 
WITH THE VAMPIRE,” said 
Aheurne. "was that it had one, fairly 
simple twist: You do the story from 
the vampire’s point of view, and 
everything else kind of follows. I 
tried to think of some equivalent twist 
which would also be simple hut that 
you could get a lot of dividends from. 
I started to work with the idea that if 
vampires really did exist, and had ex¬ 
isted for hundreds of years, how 
would you deal wdth it rationally? I 
was trying to marry the approach of 
low-key British naturalism with a ba¬ 
sically fantastical premise, 
partly because I knew’ that 
was the only way you’d gel 
it off the ground here. You 
have to do it seriously. 

"I wrote three or four 
pages, and that was just the 
bare bones of who the characters were and 
w hat the set-up was. What if the govern¬ 
ment actually knew about vampires and 
there was an undercover unit? We would 
update everything. It wouldn't be about 
mirrors, or garlic, or all the things that 
we're used to seeing in movies. A typical, 
contemporary film ahout vampires might be 
set in the present day. hut nothing else 
would be updated. The vampire would still 
live in a haunted house, and you’d still have 
him going alter the girl and the hero run¬ 
ning to save the day. and you’d have stakes 
and crosses and all the trappings of the 
genre. I wanted to see if I could do a mod¬ 
ern story without attending to all that. There 
had been films that had touched on that, like 
NEAR DARK, which was much more of a 
grungy. dirty take. I was trying to go for 
something which was cleaner and high- 
tech. and more like what the government 
w ould do if they got hold of this.” 

Ahearne also wanted the characters 

MEDICAL BREAKTHROUGH: 
Dr. Angie March (Susannah 
Harker) has a personal mis¬ 
sion in the extermination of 
Code V s. 

in. but it’s also something 
that interests me, to have 

something that’s a little bit cooler, but still 
provokes an emotional response with the 
viewer." 

To maintain a suspension of disbelief, 
Ahearne made vampirism a medical condi¬ 
tion. an infection that could actually be 
treated. Angie, the squad’s doctor, is often 
seen examining victims and running med¬ 
ical tests to determine their level of Code V 
infection. "We were trying to deal with the 
vampires as a scientific concept.” Aherne 
said. "We were trying to say. ‘Okay, they 
can’t go out in daylight, but that’s because 
they’ve got heightened sensitivity to ultra¬ 
violet radiation.’ In *Meu Culpa.’ there’s a 
character who has xeroderma pigmento¬ 
sum. which is a heightened allergy towards 
ultraviolet light. Basically, vampires are an 
extreme version of that. 

“Also, once we decided to do something 
about vampires on a global level, in an or¬ 
ganized structure, it wouldn’t really sustain 
the story if vampire biles were easily diag- 

been seen in movies before, but here they 
also can’t use telephones because tele¬ 
phones transmit voices as electronic im¬ 
pulses and then out the other end. So vam¬ 
pires in ULTRAVIOLET can only be de¬ 
tected by human senses. I suppose this is 
where my physics background came in. 

"I wanted to he ruthlessly logical about 
the consequences of everything. I tried to 
invent an explanation for everything they 
could do, so it would be less easy for people 
to say |that| there is a God and therefore 
these are evil. They might just be creatures 
from evolution like the rest of us. hut on a 
different path.” 

One trait the Code V's share w ith hu¬ 
mans is superstition. In ULTRAVIOLET, 
religious artifacts like crosses and holy wa¬ 
ter do not necessarily ward off vampires. 
Instead, it’s a matter of belief. If the vam¬ 
pire believes a cross is harmful, then he can 
be driven back by it. “In movies, for exam¬ 
ple. the priest is holding the cross out and 
the vampire doesn’t stop. I think the notion 
is that the priest has to have faith in the 

“In a typical, contemporary vampire film, the setting is present-day, but noth¬ 
ing else is. I wanted something that was cleaner and nigh-tech.” 

—ULTRA VIOLET Creator/Director Joe Ahearne 

played with as much realism as possible, 
which grew out of his love for restraint in 
cinema. He pointed to Hitchcock as a su¬ 
perb director for obtaining understated 
emotional reaction on screen. For ULTRA¬ 
VIOLET, he wanted what he called a 
"British sensibility, where people mask 
their feelings and the audience has to work 
a little bit more to figure out what’s going 
on. because the characters aren't telling you 
what’s going on inside their heads. I think 
that partly comes from the culture I grew up 

nosable. I could have decided to have them 
bile people in the back, or somewhere not 
easily visible, but the neck is such potent 
imagery—it’s so sexy. I thought we had to 
stay with that. We came up with this idea 
that vampire bites are invisible unless 
they’re radiated with an ultraviolet light, a 
light the vampires are not particularly com¬ 
fortable with. Another thing is that vam¬ 
pires don’t appear in mirrors, and logically, 
if you extract like that, that must mean that 
you can’t photograph them. I think that’s 

symbol in order for it to have efficiency,” 
said Ahearne. "I flipped it around to say 
that, yes, vampires might sometimes ex¬ 
press a fear of crosses, but that might be 
their own psychology. It might be psycho¬ 
somatic: it might be some kind of religious 
energy. We tried to use that throughout the 
series. For example, in the third episode, 
’Sub Judice.’ where this woman is carrying 
a vampire pregnancy, she miscarries in a 
pro-life office where she’s presented with 

rtinj mued on page AH 
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ULTRAVIOLET 

The Multi-Talented Actor Attracts Notice 
as a Soldier Driven by Guilt and Anger 

Bv Paula Vitaris 

I! 
"f you're looking for an angry 
young man, you couldn't do 

_.better than Vaughn Rice of 
ULTRAVIOLET. As portrayed 
by Idris Elba. Vaughn is a loner, 
a bitter and resentful ex-soldier 
who burns to take revenge on 
the “leeches” who killed his 
Army squadmates and almost 
killed him, too. Vaughn is 
haunted by his memories of the 
Code V (for vampire) attack, his 
being bitten in its course, and 
his decision to run while the 
others stood their ground and 
died—the scar on his neck is a 
constant reminder of the ordeal. 
Vaughn's life is now complete¬ 
ly dedicated to hunting down 
Code V's. When he finds them, 
he doesn’t ask questions; he 
shoots to kill. 

Elba had done some acting 
in high school, but it wasn't un¬ 
til he took a two-year course in 
the performing arts that he de¬ 
cided to make it a full-time ca¬ 
reer. Unable to afford drama 
school, he plunged into work¬ 
ing, and before long began ap¬ 
pearing on-stage in small the¬ 
aters. In his words, he “created 
a buzz,” procured an agent, and 
has been working steadily 
since. He’s been in a number of 
British television 
movies and series, 
including 
BRAMWELL and 
ABSOLUTELY 
FABULOUS, when 

room Productions. 
When Elba's agent told him 

about the ULTRAVIOLET role, 
and that his character would be 
a vampire-hunter, his reaction 
was a skeptical, "Hmmmm- 
mm.” Once he read the script 
and auditioned, though, he real¬ 
ized this was an entirely diftcr- 
ent spin on the well-worn vam¬ 
pire story, that Vaughn was a 
complex and richly imagined 
character. “As an actor, one is 
going to be very hard-pushed to 
get characters like Vaughn, who 

have that range. At first it was, 
‘Right, great, I get to run around 
with guns and shoot vampires.' 
But then it became a bit more 
complex. Each of the main 
characters had their place with¬ 
in the group, and Vaughn's 
place was, / don't like these 
things and / want them out. He 
lost his whole ‘family'—his 
Army mates—to the ‘leeches.’ 
And he was bitten himself, 
which makes it even worse. His 
hatred and his commitment to 
getting rid of them was even 

THE TRUST QUESTION: Dri¬ 
ven by his past. Vaughn 
Rice (Idris Elba, right) re¬ 
gards new recruit Michael 
Colefield as a potential 
weak link tor his team. 

an R&B and hip-hop ^ i 
producer and remixer with his 
production company, Front- 
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more than the others in the 
group. 

“I thought Vaughn wasn t 
written like anyone else. 
| Writer/director| Joe 1 Aheamel 
let (the character's! presence 
grow with each script. When I 
first read Vaughn, I saw him as 
a troubled character. He was a 
man who had a real past with 
this Army background. He was 
a guy that had no wife, no chil¬ 
dren; he had spent most of his 
life in institutions, the Army be¬ 
ing the last of them. And now 
here he was in a ‘normal’ envi¬ 
ronment, so to speak, fighting 
an abnormal enemy." 

Although Vaughn is a man of 
action, he is a man of few 
words (except for a couple of 
outbursts when his buttons are 
pushed). Vaughn’s direct but la¬ 
conic personality gave Elba the 
opportunity to refine his acting 
technique and concentrate on 
communicating Vaughn’s 
thoughts and feelings in the 
most understated way possible. 
“His focus was very attractive 
to me when 1 first read the 
script. 1 was intrigued by 
Vaughn's silence and his direct¬ 
ness, as well as by a compas¬ 
sionate side that we see later 
on. He had a depth to him. I 
wanted to play him as still as 
possible. I didn’t want to play 
him as a hard. *let’s-go-get- 
thetn’ man... Joe and I created 
Vaughn's idiosyncrasies as we 
went along. He is like a sponge. 
He absorbs stuff. He would not 
let on about how he was feel¬ 
ing, but the audience was very 
clear how he felt about any¬ 
thing. even though they didn't 



really see it.” 
Vaughn’s tough-guy stance 

includes a self-imposed vigi¬ 
lance on the other squad mem¬ 
bers. He is especially watchful 
of the squad’s newest member. 
Michael Coleficld (Jack Daven¬ 
port). Vaughn doesn’t trust 
Michael, realizing that Michael 
is conflicted about joining the 
squad, and that he is unable to 
sever his ties to his former life 
and friends; he sees this as a 
weakness that leaves the squad 
open to betrayal. Eventually, 
however, Vaughn thaws a bit to¬ 
wards the newcomer; for one 
thing, they are the only two 
squad members who have actu¬ 
ally been bitten by Code V's. 
“They had that in common, and 
that jelled them." Elba noted. 

But Vaughn himself also has 
a vulnerable spot, and that is an 
unspoken love for the squad’s 
medical expert. Dr. Angie 
March (Susannah Harker). The 
audience becomes intensely 
aware of Vaughn’s feelings in a 
scene where Vaughn accompa¬ 
nies Angie home, and they have 
a drink and talk a little. Not a 
word is said about how they 
feel, hut from the facial expres¬ 
sions and body language, and 
the way the scene is directed 
and edited, it’s clear Vaughn 

cares for Angie, and equally 
clear that she is unwilling, at 
least for now, to return his af¬ 
fection. The scene is one of El¬ 
ba's favorite from the entire se¬ 
ries. “I loved the very small 
subtleties in that scene. At that 
point, as an actor, I hadn’t done 
very much in that subtle way, 
and I learned so much from Su¬ 
sannah, who is is a fantastic ac¬ 
tress, and from Joe. It’s very 
difficult to do less on screen.” 

But if there is one scene that 
fans remember with Elba, it’s 
the one where Vaughn is locked 
in a warehouse with several 
coffins, all timed to open with a 
small explosive charge at sun¬ 
set. It looks like Vaughn is 
doomed; either the vampires 
will kill him or turn him into a 
Code V. It’s an intensely nerve- 
w'racking scene, as the min¬ 
utes—and then the seconds— 
count down, and the resourceful 
Vaughn for once finds himself 
trapped with no way out. “It’s 
strange,” Elba said. "That scene 
was at the end of a very long 
and cold day. That tension may 
have even helped the scene. It’s 
very hard to pull off something 
like that on a film set. But Joe’s 
direction was terrific. I remem¬ 
ber thinking. VV<rm', this is an ac¬ 
tion moment, and that even 

though 1 knew 
Vaughn was go¬ 
ing to gel out, Vaughn didn't, 
and I wanted to make sure that 
the audience wouldn't know ei¬ 
ther. We did about three or four 
takcs,and we really tried to play 
it as if he weren't going to get 
out. I just went for it. I’ve only 
seen that scene once and I re¬ 
member thinking. Oh hoy, that's 
kind of cool.” 

Elba was the only cast mem¬ 
ber of ULTRAVIOLET who 
was cast in an American version 
of the show. A pilot was filmed 
for Fox. but the series was not 
picked up and the pilot has nev¬ 
er been broadcast. After some 
thought. Elba accepted the pro¬ 
ducers* offer to re-create 
Vaughn. “I was of two minds 
about it. although it was an op¬ 
portunity for me.” he said. “As 
an actor. I wanted to come and 
work in American television. 
And I really, really missed 
Vaughn. I had liked what 1 had 
created in him. I liked what we 
all created in ULTRAVIOLET. I 
was really excited about it being 
done again for American televi¬ 
sion. The producers of the 
American version were huge 
fans of the original. They want¬ 
ed what I had brought to 
Vaughn, so he could be exactly 

who he was. Of 
course, American 

television is different, the sub¬ 
tleties aren’t the same. They 
wanted it to be a bit more of an 
action show. In that sense, 
you'd see Vaughn be more of a 
’let’s go and kill them’ type. But 
again, it was great to bring 
Vaughn back to life. It was in¬ 
teresting to do it with a new 
cast. The script was rewritten 
and elements of the original 
show were very much involved 
in the script. But it was a differ¬ 
ent take for me, an American 
version of ULTRAVIOLET." 

Elba remained in the U.S. af¬ 
ter shooting the American UL¬ 
TRAVIOLET pilot and will 
next appear in the upcoming 
HBO original scries, THE 
WIRE. Playing Vaughn, though, 
will remain a cherished memory 
for Elba. "Living in the United 
States, I’ve noticed a lot of in¬ 
terest here about ULTRAVIO¬ 
LET. I check the websites and 
they’ve picked up on exactly 
how we were feeling at the 
time. The audiences really 
caught the small subtleties. 

“From day one. Vaughn and 
I were stuck together, and that 
went on for five months. Every 
scene, we were painting this 
picture together.’’ 
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“Northern Ireland was very much in my mind. You have terrible acts, but 
they’re backed up by an ethical system that we can’t relate to.’’ 

—■Joe Ahecirne 

[he way vampires had always been depicted 
before.” 

Ahearne said it took some time for him 
to settle on the title of the show, originally 
culled VAMPIRE SQUAD. “I told people it 
was an imitation of POLICE SQUAD. To 
me that title was trying to combine an 
evocative, nineteenth century word like 
‘vampire* with a word that is mechanical, 
brutish and matter-of-fact: ‘squad.' I was 
trying to marry two different things, the po¬ 

etry and the science, 
if you like. That title 
didn't last very long. 
We actually filmed 
ULTRAVIOLET un¬ 
der the title CROSS¬ 
ING THE LINE. 
That title expressed 
the metaphors of the 
series, which were 
not just about cross¬ 
ing the line anil be¬ 
coming a vampire, 
but also crossing the 
line in terms of 
morality, because 
some of the things 
that the squad do are 
so unpleasant and 
dubious. 
“CROSSING THE 

LINE didn't feel very evocative. It was a bit 
too clunky. By going through the image 
system of the show, ‘ultraviolet’ came out. 
The more I thought about it, the more that 
became the one. because with ultraviolet, 
you're not talking specifically about day- 
iight. I love vampire Hints which play with 
the word dawn or dusk or words like that to 
get at the fact that it's daylight that kills 
these creatures. But what the show is saying 
is that it's not daylight that kills the vam¬ 
pires, it's the ultraviolet light. Also, ultravi¬ 
olet is something which you can’t see. “ 

Ahearne had originally planned to write 
and direct just the pilot, not all six episodes. 
World Productions then commissioned him 
to w rite a second one. Ahearne noted that 
the producers tried to involve other w riters, 
but in the end they asked him to write and 
direct all six episodes. “They decided it was 
worth taking the risk, because the show was 
a very particular thing. Someone couldn't 
come in and immediately pick it up. 1 sup¬ 
pose if there had been a second series, it 
would have been easier to have other writ¬ 
ers. I certainly hadn't anticipated writing 
them all. I'm very grateful. It was quite the 
commitment—it was about a year and a 
half of my life between writing them all and 

religious symbols. You think there's an ob¬ 
vious cause and effect there, but I was try¬ 
ing to keep it more subtle.” 

Ahearne had watched many British po¬ 
lice dramas while growing up, and although 
he doesn't think he consciously borrowed 
from them for ULTRAVIOLET, he can't 
discount the idea that their lone influenced 
him. "I've seen so many of those shows. 
BETWEEN THE LINES was a great police 
show that World Productions made in the 
early ’90s about the police who investigate 
complaints against the police. That was a 
very morally dodgy show. I think that's 
why. when I Hrst went to World with this 
idea, I met with Tony Garnett, who w as re¬ 
sponsible for THIS LIFE and many other 
shows. The first thing he wanted to know 
was. what's the tone? I talked to him about 
it. and explained it was serious and so on. 
and he said. ‘I'm glad to hear that, because 
if it wasn't that way, we wouldn't be hav¬ 
ing this conversation.* He wasn't interested 
in camp.” 

4r~ 

The theme of perception is one of the 
overriding concerns of ULTRAVIOLET. 
Throughout the six episodes. Ahearne con¬ 
stantly plays off the squad's perspective— 
“Code V's are evil and we must destroy 
them"—against the Code V's* view ot 
themselves as deserving of the same con¬ 
sideration as anyone else. "The situation 
with terrorism in Northern Ireland was very 
much in the back of my mind when I was 
writing ULTRAVIOLET.” Ahearne said. 

COMBAT SHOCK: Former sol¬ 
dier Vaughn Rice (Idris Elba, 
left) is haunted by his first en¬ 
counter with Code V’s. Above: 
Michael consults with former 
colleague Frances (Fiona Dol¬ 
man). 

“ S o m e 
people 
represent 
terrorists 
as evil 

monsters, and certainly 
they do evil things, but at 
the same time, they can 
reason and have argu¬ 
ments for what they do. 
You can have terrible acts, 
but |they're| backed up 
with a completely logical 
and ethical system which 
wc can't relate to. I sup¬ 
pose I was putting vam¬ 
pires into a political con¬ 
text. although not the Irish 
situation, necessarily. 
There are civil rights is¬ 
sues, gay rights and 
women's rights, and this 
Code V situation could be 
regarded as one of the last 
civil rights struggles, if 
you treated it seriously. I 
didn't want to make it into 
a political tract, but I 
wanted to get away from 
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the five-month shoot. We'd shoot in 
five-week blocks, so we had some¬ 
thing like twenty-five days to do a 
pair of episodes. We shot one and two 
together, and then took a week break 
to allow me to catch up on casting 
and locations and so on. and then an¬ 
other five-week block for episodes 
three and four, and another fivc-w'cek 
block for episodes five and six. In 
fact, the shoot took seventeen weeks 
overall, and then it went straight into 
post-production. 

"We shot all 'round London. Also, 
we hud a studio base in Bray Studios, 
which oddly enough is the place 
where some of the Hammer DRAC- 
ULA films were shot. That's where 
we filmed scenes like our main char¬ 
acters' headquarters, all the offices 
and the place where they keep the 
ashes of the undead, and a few odd 
kind of sets. But it was mostly a loca¬ 
tion show, and a lot of lime and effort 
went into that aspect, because there 
were quite a lot of places to find. We 
set one episode in a fertility clinic 
|"Sub Judice*’|. God knows how, but 
we managed to film in a real-life fer¬ 
tility clinic. We explained to the clin¬ 
ic staff, using storyboards, that it w'as 
about a vampire baby and other 
strange stuff, blit they didn't 
seem to mind. Westminster 
Cathedral would not let us film 
there. We had a lot of trouble 
getting permission to film in 
churches. In fact, we weren’t al¬ 
lowed to film in any. We had to film in an 
abandoned church for some of the key 
scenes. Places like Heathrow Airport were 
really nervous about filming vampire 
coffins being smuggled in, which I found 
bizarre. It did seem to rattle some cages for 
some reason.” 

Ahearne had not plotted out the story be¬ 
yond the pilot, which he originally wrote as 
a ninety-minute show. When he started out 
to write the entire series, he had only a ten¬ 
tative idea of how the story was going to 
end up. although he knew roughly where it 
was going to go, since he had decided to 
shift some of the pilot’s events, including 
Jack’s revival, to the last episode, “Persona 
Non Grata." “You make up so much as you 
go along. I had an idea of the overall story¬ 
line. The producers hounded me, quite cor¬ 
rectly. about answering a lot of questions, 
and I answered as many as I could as I de¬ 
veloped the scripts. But I deliberately didn't 
w ant to answer everything, because there 
are certain questions that you can't answer 
unless you decide to do it from the vam¬ 
pires’ point of view. I don’t really know 
what vampires do when they're not doing 
nefarious things like beating people or plot¬ 
ting the takeover of the world. I don't know 
if they actually sit around, have coffee or 
listen to music. Once they’ve had a good 

LAST TEMPTATION: Physical 
mortality and a crisis of faith 
bring pressure to bear on 
team leader Pearse Harman 
(Philip Quasi), 

teed—1 don't think they 
do the coffin thing. I 

don't think they have to spend the daylight 
hours underground. We very rarely cut 
away from our main characters to see what 
a vampire was doing by himself." 

Ahearne and Balhelchet discussed for 
hours not only ULTRAVIOLET'S plotline, 
but the psychology of the characters as 
well. The pilot episode at first hud been 
more of action piece, and Balhetchct con¬ 
vinced Ahearne to change the focus and 
make it more character-driven. “One of the 
things that is remarkable about Joe is that 
he is able to think through in his head ex¬ 
tremely complicated plots,” Balhelchet 
commented. “He will have a setpiece in his 
head, and then he will be able to think back¬ 
wards to the plotting steps that get you to 
that scene. When 1 first started working 
with him. Joe did not think much about the 
psychology of character. People might think 
that because vampires don't exist, how 
would wc know what a vampire thinks? But 
the best science fiction proposes the psy¬ 
chological what-if of how an alien or a half¬ 
human or an undcad would think. So, I tried 
to get Joe to think seriously about psycholo¬ 
gy and character motivation in a genre con¬ 
text. just as I would ask a writer doing a 
piece about homelessness in Brooklyn.” 

The first episode. “Habeas Corpus,” 
plunges the viewer into the middle of a sur¬ 

veillance by Michael and Jack, and the mur¬ 
der (by the Code V’s) of the informant 
they’re watching. And then Jack vanishes 
on the eve of his wedding. “I’m always 
quite attracted to the idea of starting 
halfway through," Ahearne said. "But I 
thought, for TV in Britain, it was safer and 
better to lead into it a bit more, so you 
would start much more in a real world, and 
then gradually introduce the weirder ele¬ 
ments. I thought it better to start off outside 
the group and bring a new person into it, 
rather than just to start the first episode. A 
few people criticized this approach, because 
this first episode is constructed around the 
main character not knowing what’s going 
on. 

“We find out in the first episode that 
Michael’s best friend. Jack, is not only a 
crooked cop. he’s also decided to cross over 
willingly and become a vampire. That’s al¬ 
so one of the important things in the show: 
Nobody is bitten and forced to become a 
vampire. It’s a moral choice, a moral deci¬ 
sion. to become one. Michael kills his best 
friend, and he’s left in the uncomfortable 
position of joining the squad designed to 
deal w ith these creatures in a shoot-to-kill 
way. and also of trying to keep contact with 
a woman, Kirsty, who had been his best 
friend's fiancee, and also is someone he’s 
got feelings for himself.” 

continued on page 42 
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ULTRAVIOLET 

Susannah Harker 
Escape from Love-Interest: 

The Actress Explores a Damaged Soul 

By Paula Vi tar is We very much go for 
the same sort of thing, 
very understated,” ac¬ 

tress Susanna Harker said of her 
collaboration with ULTRAVIO¬ 
LET writer and director Joe 
Aheame. 

That commonality of pur¬ 
pose flowered in the character 
of ULTRAVIOLET'S Dr. Angie 
March, a physician assigned to 
the secret squad hunting down 
the Code V’s (otherwise known 
as vampires) in ULTRAVIO¬ 
LET. Angie is a woman who 
lives in an emotional twilight 
after the loss of her husband. 
Robert, and one of her twin 
daughters. Robert, a specialist 
in blood diseases, decided to 

cross over into the w'orld of 
Code V’s, bringing one of his 
daughters with him. Eventually, 
the squad tracked the two down 
and shot them, their ashes con¬ 
fined to the storage facility at 
the squad’s headquarters. Angie 
lives with the knowledge that 
Code V’s are immortal—if the 
ashes of her husband and 
daughter were reconstituted 
with blood, she could see them 
again—but they’d still be Code 
V’s. When not working with the 
squad, Angie lives in a gated 
housing area with her remaining 
daughter, now twelve. 

While Harker has not had 
much opportunity to appear in 
genre work, she is very familiar 
to British audiences through her 
work in films and television. 

Americans know her best as the 
naive reporter in the HOUSE 
OF CARDS mini-series with 
Ian Richardson, and as the inno¬ 
cent and loving Jane Bennett in 
the 1995 BBC/A&E television 
adaptation of PRIDE AND 
PREJUDICE. Harker met 
Ahearne after viewing a short 
film of his called LAUGHING 
IN A DARK ROOM. ‘T 
watched it. and I thought it was 
one of the best things I'd ever 
seen,” she said. "I went to meet 
him and had an extraordinary 
rapport w ith him and under¬ 
standing. We re both coming 
very much from the same 
place.” 

She subsequently worked on 
a very low- 
budget film 
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FRIENDS IN THE BUSI¬ 
NESS: ULTRAVIOLET ere- 
ator Joe Ahean 
the role ol Dr. An< 
specifically for S 
Harker, little real 
association with 
lore. 

ne wrote 
^ie March 
Susannah 
Izing her 

i vampire 
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with Ahearne. When ULTRA¬ 
VIOLET came about, he w rote 
the part of Angie for her. The 
role seemed a natural for her for 
more than the obvious rea¬ 
sons—Harker is a great-grand¬ 
daughter of Joseph Harker, a 
friend of Draculti author Brain 
Stoker, who borrowed the 
man's last name for his charac¬ 
ter Jonathan Harker “I jokingly 
asked Joe. ‘What are you do¬ 
ing?’ He said, ‘Vampire thing.' 
‘Oh. I love vampires.’ because I 
had a vampire connection. So I 
jokingly said. ‘Can I be in that?' 
It really was as flippant as that, 
and I didn’t really seriously 
mean it. And he said, ’Well, I 
hope you will be. because I’ve 

written a piece for 
you.’ I said, ‘Oh. 
gosh! Let’s read it.’ It 
was wonderful. It’s 
very much the kind of 
part 1 like to play, that 
of the emotionally 
closed, traumatized, 
nun-like thing. I en¬ 

joyed that element of it.” 
Angie’s secret longing to 

again see Robert makes her 
vulnerable to the Code V's. 
w ho want Robert back for his 
medical skills. The squad 
learns that the Code V's need 
Robert for their experiments 
with synthetic blood, and Ang¬ 
ie begins to wonder if perhaps 
they want peace after all. hop¬ 
ing that the synthetic blood can 
replace human blood, "Perhaps 
they don’t want to come and 
take over the world. That gives 
Angie a chink of hope.” said 
Harker. “She's always grasping 
at those straws. Perhaps, deep 
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clown, she does want to get him 
kick. She's been through such 
an incredible trauma. She's out 
of touch with reality now. She’s 
in a kind of limbo, locked in. 

"She has a mission, which is 
to find a way of bringing her 
husband and child back: it's a 
secret mission because her 
squad-mates mustn't know this. 
She has the most involving 
backstory in that respect; she 
has the strongest connection 
emotionally with the other side. 
She’s therefore also a potential 
target for |the Code V’s|. and 
she has to then become very 
closed and numb and protected. 
You can see this in the design of 
her house with all its gales. She 
trusts veryr few people. 

“There’s no love in her life. 
In ULTRAVIOLET, several 
characters are in love with other 
characters, but there’s no re¬ 
solved love in it. I think that’s 
unusual nowadays. There was¬ 
n’t a love story, which I think is 
quite refreshing. I didn’t have to 
play someone’s love interest, 
which is normally what 1 do. 
And that had great appeal to 
me, to not he playing that stuff.” 

Angie’s closest bond on the 
squad is with Pearsc, even 
though he "killed" her husband 

and daughter. Harker noted that 
Angie’s only really true friend¬ 
ship with anyone is with Pcarse. 
Not only are they confidantes, 
but Angie is also Pearse’s physi¬ 
cian. and diagnoses and treats 
him when he contracts non- 
Hodgkins lymphoma. She 
keeps his illness secret from 
Michael and Vaughn, the other 
squad members. "There’s an in¬ 
credible trust and loyally be¬ 
tween them.” Harker said. "The 
bond is so incredibly deep. The 
relationship is cool on the sur¬ 
face—the British attitude is to 
repress oneself—but in reality 
it’s very passionate. What you 
see is not what’s going on. Their 
relationship is profoundly pas¬ 
sionate and important, because 
it ’s been born of trauma, and 
that’s what makes it so strong.” 

One of the most compelling 
episodes for Angie was "Sub 
Judice." where she meets a 
woman. Marion (Enter Gille¬ 
spie). who, like Angie, lost her 
husband, Anthony, to the Code 
V’s. At the end of the episode, 
Angie finds herself training her 
gun on Anthony as he cradles 
the dying Marion in his lap. 
Angie is both moved by his evi¬ 
dent love for Marion, but re¬ 
pulsed by the way he let her be 

used as a subject of Code V ex¬ 
periments. “Angie identifies 
very strongly with Marion, ab¬ 
solutely." said Harker. "At the 
end. when she blows away the 
vampire husband, she’s blowing 
away her husband, in effect. 
She’s faced with that. It’s bring¬ 
ing out the trauma. But in doing 
that, she’s conquering something 
inside her. It’s very important, 
psychologically. He represents a 
sense of evil, and the temptation 
evil has for us. and she’s lost her 
husband to that evil." 

Could Angie ever love 
again? Harker surmises that if 
ULTRAVIOLET had gone on to 
a second season, that issue 
would have been dealt with. It 
is apparent that Vaughn Rice 
(Idris Elba), the squad’s ex-sol¬ 
dier, has feelings for Angie, 
which she brushes off so com¬ 
pletely that the subject never ac¬ 
tually is discussed. "That’s an 
indication of how closed Angie 
is and has to be." Harker said. 
"She can’t let anything in. for 
her own protection. She feels 
lor Vaughn, but she knows that 
she’s kind of beyond him. She 
can’t reciprocate. It’s very sad 
really. 

"It’s a life suspended. She’s 
like a nun: She has got a voca¬ 

tion. she’s completely dedicat¬ 
ed. Everyone on the squad has 
to be. because the stakes are so 
high. And that was one of the 
things that attracted me to UL¬ 
TRAVIOLET—the loyalty that 
these characters have between 
them.” 

Harker and Ahearne re- 
teamed after their work on UL¬ 
TRAVIOLET for a Hitchcock¬ 
ian thriller, TRANCE—which 
Ahearne wrote for Harker—and 
they have plans to do more 
films together. "We’re working 
on another project." Harker 
said, "which is my idea, hut 
we're developing together. We 
have quite a strong working re¬ 
lationship and have quite an ac¬ 
cord in the way we think and 
feel about stuff. He’s a genius. I 
would say. I’m just lucky to be 
involved." 

Harker sums up her time on 
ULTRAVIOLET as one that 
gave her the opportunity to do 
what she loves: "Going into 
those fantasy worlds, and having 
(hem made as complete as this 
was. I get very little opportunity 
w ith that sort of material in Eng¬ 
land. In America, you do a lot 
more of science fiction and hor¬ 
ror stuff. For me, it was an extra¬ 
ordinary experience." 
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Ahearne had previously worked with 
Jack Davenport (THE WISDOM OF 
CROCODILES. THE TALENTED MR. 
RIPLEY) on THIS LIFE, and felt he had 
just the right presence for the bewildered, 
angry Michael. "Although ULTRAVIOLET 
was ostensibly a thriller/horror show about 
stuff that was very extreme. I felt it should 
all be played quite normally and matter-of- 
factly,” Ahearne said. "Most of the time, the 
characters are pretty much on an even keel, 
except when they are in personal jeopardy 
or angry or furious. I was looking for actors 
who could hring dramatic naturalism to a 
high concept genre piece. Jack Davenport 
can do deadpan really well. There’s a thin 
line between low-key and being not inter¬ 
esting. but I find him fantastic and charis¬ 
matic. You want to watch him and you want 
to find out what happens to him. He en¬ 
gages the viewer without a lot of 
histrionics." 

Ahearne had also previously 
worked with Susannah Harker. 
his Dr. Angie March, in a short 
film. ‘'Basically. Michael and 
Angie are the two leads. You’ve 
got Michael who leads more 
from the heart. Angie, the only 
woman on the squad, is the one 
with the intellectual, medical 
background. Her emotional dis¬ 
tance has to do with the fact that 
she’s been so bereaved and so 
damaged by w hat happened to 
her daughter and her husband. 
She doesn't know why her hus¬ 
band decided to leave them all 
and become a vampire. She’s re¬ 
ally fighting und closing off her 
emotions, and she’s not looking 
for any other relationship. We 
tried to hint at some of her feel¬ 
ings in later episodes. The third 
episode. ‘Sub Judiee,’ about the 
vampire pregnancy, is the one 
that speaks a great deal to 
what’s going on in her mind." 

Midway through ULTRAVI¬ 
OLET. squad leader Pearse Har¬ 
man is diagnosed with non- 
Hodgkins lymphoma, leading 
him to question his faith in him¬ 
self and the squad’s mission. 
Pearse’s illness, Ahearne, ex¬ 
plained. was to give the character a reason 
to cross over so strongly that the audience 
worries that he may actually be tempted by 
the prospect of immortality. "Again, that 
was a decision made in the development of 
the series. In the pilot. Pearse revealed that 
he had cancer. That was changed so it hap¬ 
pened in the middle of the show. One of 
Pearse’s main problems is he’s got evidence 
of evil, he thinks, but he hasn't got evidence 
of good. Vampires are the only proof he's 
seen of the existence of God. He works with 
a scientist—Angie—who can find a scien¬ 
tific solution for all the properties of vam¬ 

pires. So is there a Clod or not? He doesn't 
know." 

Idris Elba’s character. Vaughn, is a for¬ 
mer soldier and the squad’s most deter¬ 
mined member. Vaughn’s vulnerable spot, 
apart from guilty memories of his devastat¬ 
ing encounter with the Code V’s when he 
was in the Army, is his unrequited love for 
Angie, who seems aware of his feelings but 
unable to return them. "Vaughn was the 
character who would be the anchor." 
Ahearne said. "You get the sense with 
Vaughn that he has no doubts at all about 
what he does. And while the other charac¬ 
ters have qualms about assassinating people 
who for all intents and purposes seem hu¬ 
man. even if they behave differently and 
have different needs, he never has any 
doubts. He seems to be the most soulless of 
the main group of four, but oddly enough. 

throughout the six episodes of ULTRAVIO¬ 
LET. the most compelling of them is Paul 
Hoyle, played by Corin Redgrave. When 
the squad captures Hoyle, a former nuclear 
scientist and environmental researcher, in 
the fifth episode, “Terra Incognita," his in¬ 
terrogation by Pearse and Angie bring into 
high relief many of ULTRAVIOLET’S the¬ 
matic concerns. Redgrave gives a supreme¬ 
ly ambiguous performance, sinister, hyp¬ 

notically compelling, and seemingly rea¬ 
sonable in everything he says. Calmly and 
deliberately, Hoyle assails his two captors 
with nuggets of truth, picking at their most 
vulnerable spots. He tells Angie that her 
husband. Robert, had never stopped loving 
her and had intended for her to cross over to 
the Code V's with him. Hoyle then tries to 
undermine Pearse’s faith by debating theol¬ 
ogy with him, and then, aware of the man’s 
illness, suggests he choose immortality and 
cross over, just as Hoyle did after he con¬ 
tracted thyroid cancer from time spent at 
the Chernobyl nuclear disaster site. 

Ahearne saw Hoyle as a mirror image of 
Pearse. and also his tempter. “Paul Hoyle is 
one of my favorite characters, played by a 
great actor. Corin Redgrave. The argument 
between Hoyle and Pearse is very much 
about, ‘Well, have you crossed over for hu¬ 

manity's good or just for self¬ 
ish reasons?’ I hope by the end 
you're not completely able to 
answer that question. It’s 
morally open-ended. Hoyle 
was an ecologist; he’s someone 
who’s made a moral choice to 
cross over to the vampire side, 
and he’s done it because of a 
disgust with humanity, and 
what humanity is doing with 
the planet. We find out later on 
in the series the vampires are 
organizing in a way they 
haven’t done before. They 
want to take over because of 
what we’re doing to the envi¬ 
ronment. We arc their food 
source, and we’re polluting the 
planet as well as ourselves— 
their blood supply—with ill¬ 
nesses like HIV. So in order to 
control the food supply and 
make sure that they can main¬ 
tain their immortality, they’ve 
got to control us. 

“Paul Hoyle, like Jacob, il¬ 
lustrates the idea that the peo¬ 
ple who cross over don’t be¬ 
lieve they’re going to change, 

and once they've 
crossed over, they don't 
believe they have 
changed, apart from the 
appetite for blood and a 
few things. Paul Hoyle 
is someone who gets to 
express this over the last 

couple of episodes when he’s captured by 
our supposed good guys and he's able to ex¬ 
pand the philosophy at much greater length. 
Also, I wanted to know what would happen 
if the squad should actually get a vampire 
under lock and key and talk to him. Usually 
you don’t gel much of a chance to negotiate 
with vampires. They’re out there to get you, 
but in this situation, he’s going to sit down 
and have a real one to one. again, like IN¬ 
TERVIEW WITH THE VAMPIRE’’ 

quite a few' people 
seemed to find him the 
most attractive.’’ 

Although we meet several Code V's 

WHEN IT ABSOLUTELY. POSITIVELY 
HAS TO BE THERE AFTER SUNDOWN: 
The prosaic details ot the modern 
world, such as a time-release coffin 
shipped air express, give ULTRAVIO¬ 
LET a palpable immediacy. 

L 
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ULTRAVIOLET ended on an ambiguous 
note, with the Code V*s’ ultimate plans still 
shrouded in mystery. A final meeting on a 
bridge between the squad and Jacob, who 
now holds Kirsty hostage, only leaves the 
squad members hugely frustrated. Michael 
is left shaken by what he's been through, 
Pearse is fighting a potentially fatal illness. 
Angie remains shaken over her husband's 
death. Even Vaughn seems exhausted. 

A second season of ULTRAVIOLET 
would have seemed inevitable, given both 
the open-ended nature of the first six 
episodes, plus the popularity they enjoyed, 
but it was not to be. Ahearne. who would 
have been happy to do another season, fell 
that the end was due not only to a lack of 
funding, but also the short-run nature of 
British television. “They tried a few other 
writers, and they hadn't worked out. So 1 
wrote all six episodes, and I wanted to di¬ 
rect. I think that’s partly what killed off 
more shows. Normally, while a director's 
shooting the show, the writers are working 
on other storylines. None of that was hap¬ 
pening on ULTRAVIOLET because I had 
my hands full directing and rewriting. So in 
the five months I was shooting and three 
months post-production, there was no work 
being done on development for another sc¬ 
ries. World Productions, happily, didn’t 
want to give it to someone else—I was the 
person who should he doing it. I think if I 

sat down, I could write 
another six. because 
there’s other stuff I’d 
love to say with it. but 
we didn't have that at 
the time the show was 
going out. The other 
thing is that for British 
TV. it was quite an ex¬ 
pensive program for a 
cult program, and of 
course there's the preju¬ 
dice against genre in 
Britain." 

Sophie Balhctchet al¬ 
so expressed her 
satisfaction with 
the way ULTRA¬ 
VIOLET turned 
out. "I’m very 
pleased with its 
tone, its coolness, 
its stance to the 

MEETING THE OTHER: 
An opportunity to interro¬ 
gate a Code V (Corin Red¬ 
grave) only stirs the 
hunters to further ques¬ 
tion their mission. 

L_ 
world. I haven't seen it anywhere else. 1 like 
the way it looks at issues of abortion and 
human rights in one episode, and terrorism 
and incarceration in the last two episodes. 
The particular iconography of vampires is 
unique to itself in ULTRAVIOLET, and I’m 
very, very pleased with that.** 

ULTRAVIOLET might have had a sec¬ 
ond life as an American remake. Fox 
bought the rights and commissioned a pilot 

from writer/producer How’ard Gordon 
(THE X-EILES. STRANGE WORLD), 

with Idris Elba reprising his role of Vaughn 
Rice. The concept, though, was not picked 
up for a series. “It's a strange situation, as a 
writer-director,” Ahearne said, "because it's 
not like you've written a book and some¬ 
one’s doing your book. I wrote and directed 
a series. What I’d like is for people to see 
my series, selfishly, rather than for it to be 
remade by another. But that's not the way 
the world works.” 
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Want to See All Those Great, NY Locations? 

Better Book a Flight to Los Angeles 

Times Square. Then, with com¬ 
puter-generated effects, we 
married those two together." 
Another portion of Times 
Square was built on Stage 27 at 
Sony. “One of the really big sets 
we did was this building facade. 
There's a big balcony that 
breaks off. It had a hydraulical- 

max. The climax had originally 
been on the top of a skyscraper, 
but it wasn’t feasible to shoot 

it.” 
The bridge sequence was al¬ 

so a combination of various lo¬ 
cations and a set. “One of the 
really complicated things that 
we were asked to do was dupli- 

By Ross Plesset 

pider-Man’s main stomp- 
ing-ground in the comics 
may be New York City, 

but the world he inhabited on¬ 
screen in SPIDHR-MAN had to 
be depicted with a combination 
of New York and Los Angeles 
locations and sets. “A lot ot 
what we did had to be done on 
stage," said producer Laura 
Ziskin. "That made the most 
sense. Initially, we would have 
liked to have shot more of the 
movie in New York. We shot 
about two-and-a-half weeks 
[there]. The initial plan was to 
shoot six weeks in New York. 
That would have been great, but 
it wasn't feasible from a finan¬ 
cial standpoint.” 

One sequence, set in Times 
Square, was just 
too elaborate to 
film entirely on 

location. “They were going to 
shoot big plates with the camera 
on a cable that runs back and 
forth,” recalled supervising art 
director Steve Arnold. “It was 
jforl a POV of someone flying 
through there like Spider-Man. 
We would have had to put 
cranes in the street and run a ca¬ 
ble. It would have re¬ 
quired too much time 
blocking traffic. It was 
very difficult for the 
city... So we had to shoot 
part of it on location in 
New York—plates and 
things like that—and 
then we had to marry 
that together with the 
footage that we shot at a 
big parking lot at [Boe¬ 
ing in Downey. Califor¬ 
nia.] We built the bot¬ 

toms of 
buildings 
around REALERTHAN REAL: Director 

Sam Raimi (center) works with 
Toby Maguire and Kirstin Dun* 
st on a recreated New York 
street in Los Angeles. 

Iy-controlled piece 
of balcony that 
tipped and fell." 

The setting for the 
final battle between 
Spider-Man and the 
Green Goblin was 
actually inspired by 
a New York loca¬ 

tion. "The whole climax of the 
movie was something differ¬ 
ent,” said Ziskin. “Then Avi 
| Arad 1 and I went to New York 
and worked with David Koepp. 
I drove in over the 59th Street 
Bridge (a.k.a. the Queensbor- 
ough Bridge|, and I thought. 
Maybe this is a place for the cli- 
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kisses her. 
The scenes shot in New York 

included Spider-Man's heroic, 
burning building rescue. “We 
found a derelict building.” said 
Arnold, “and they let us go in 
and build all these lire boxes in 
the windows to make it look 
like it was on fire.” 

Noted production designer 
Neil Spisak. “It involved creat¬ 
ing a sense of danger and ur¬ 
gency with falling beams and 
fire right up against people's 
faces. Finding the right angles 
and the right way to do that set 
was very difficult. It doesn’t 
look very complicated, but it 
look a while to get it right." 

Other New York locations 
included the Oscorp office exte¬ 
rior at 57th and Lexington, a 
cemetery in Queens, Peter Park¬ 
er's neighborhood in Forest 
Hills, the Battery Maritime 
Building exterior (with the inte¬ 
riors duplicated on-stage), a 
garden rooftop over Rockefeller 
Center, and countless rooftop 
plates from various locations. 

“We visited so many 
rooftops it would make your 
head spin," recalled Sam Raimi. 
“I’ve seen New York from so 
many different vantage points 
now. |I*ve| climbed so many 
Bights of steps. “ ©F® 

MULTI-MEDIA MANHATTAN: Such 
New York landmarks as the 59th 
Street Bridge (above) and Times 
Square (left) were recreated 
through a combination of stage 
sets. CG imagery, and live-action 
background plates. 

cate part of the Quccnsborough 
Bridge on-stage, because they 
just couldn't shoot everything 
on location in New York,” con¬ 
tinued Arnold. “We had to fig¬ 
ure out parts that |could| actual¬ 
ly be built affordably, and still 
fit on-stage. That was quite a 
big job." Part of the sequence. 

where a sky tram lands 
on a garbage barge, 
was shot in Long 
Beach, California near 
the Terminal Island 
Bridge. 
The final duel also 
takes place in a nine¬ 
teenth-century small¬ 
pox hospital on nearby 
Roosevelt Island. A re¬ 
al location wras the ba¬ 
sis for an immense set 
dubbed "the hulking 
ruin." "The actual ruin 
is quite dilapidated, 
and not really safe for 
filming inside,” ex¬ 
plained Arnold. “We 
did film some exterior 
establishing sequences 
at the location, and al¬ 
so shot plates that 
were later used for 

translight backings—large pho¬ 
to blow-ups of the area to be 
placed around our set.” 

The Daily Bugle exterior 
was represented by New York's 
Flatiron Building. The interiors 
were originally going to be de¬ 
picted as sets, and construction 
began on them, but for cost rea¬ 

sons, it was decided to go 
on location at Los Angeles's 
historic Pacific Gas & Elec- 
iric Building on 6th and 

Grand. “lt*s used in tons of 
movies,” noted Arnold. “It was 
used in FACE/OFF and L.A, 
CONFIDENTIAL... We hud to 
duplicate part of it on-stage [in 
Downey], because of the Gob¬ 
lin glider flying through the 
window and the explosion." 

A car chase was originally 
going to be shot in New York, 
but ultimately it too was lensed 
in downtown Los Angeles on 
5th and 6lh near Broadway. 
"The crew kept using the same 
few blocks over and over to 
make it appear the car chase 
was much longer." Arnold said. 
"Downtown Los Angeles is a 
little more user-friendly. In New 
York, just to block off streets 
and close things down is diffi¬ 
cult. It's much more used by the 
public. In downtown [Los An¬ 
geles], there's nothing going on 
on weekends or at night.” Other 
L.A. locations included a cafe¬ 
teria in Dorsey High School, the 
Natural History Museum— 
which served as Columbia Uni¬ 
versity interiors—and the Warn¬ 
er Bros, backlot for a scene 
where Spider-Man rescues 
Mary Jane front thugs and then 
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They Became Spies Last Time 
Now the Real Fun Begins 

By Fred Topel Robert Rodriguez had already envi¬ 
sioned SPY KIDS 2: THE ISLAND 
OF LOST DREAMS when he was 

making the original SPY KIDS. Fortunately 
for him. Miramax was so happy with SKI 

"It feels like we made the first one just 
so that we eould make the second one." the 
director said. "The trouble I had writing the 
llrst one was I wanted the kids to already he 
spies, because that’s when the fun can hap¬ 
pen. But it was more a genesis of how they 
become spy kids. They have to go save their 

1 
\ * 

THEIR OWN MISSION: Now full- 
^ fledged, level-two spies. Carmen 

and Juni Cortez get to prove 
themselves worthy of their espi¬ 
onage-laden family tree. 

that they greenlit the sequel even before the 
first film hit SUM) million in domestic gross. 
After filming ONCE UPON A TIME IN 
MEXICO. Rodriguez got the whole SPY 
KIDS crew back together, added some new 
elements, and made a film which excites 
him even more than the original. 

parents, they learn on the way. and by the 
end they're full-fledged spies. Then the 
movie is over. This movie starts the ground 
running: They're already spies. They're al¬ 
ready level two spies and can tell the presi¬ 
dent what to do: they’ve got all the coolest 
gadgets. So it just starts running, it already 

has a big cast of characters established from 
the first movie, and then even more people 
arrive in this one. 

“There's a lot more fantasy and magic 
and really just cool stuff. Every dream idea, 
imaginative thought 1 ever had.as a kid gets 
shoved into this one movie. That’s why I 
call it THE ISLAND OF LOST 
DREAMS.” 

Of course, a good sequel cannot forget 
the elements that people liked in the origi¬ 
nal. But rather than repeat the endearing 

family dynamic of 
SPY KIDS. Rodriguez 
expanded on it. “I 
loved the idea that they 
weren't spies who hap¬ 
pened to be a family.” 
Rodriguez continued. 

"They were a family who happened to be 
spies, so I wanted even more of that. We in¬ 
troduce a spy grandfather in a Hying wheel¬ 
chair played by Ricardo Montalban. There 
is a lot of really cool family stuff at heart, 
land characters! in the movie that design all 
the gadgets and the fun action stuff." 

In SPY KIDS 2. Juni (Daryl Sahara) and 
Carmen (Alexa Vega) Cortez face off 
against rival spy kids, Gary' (Matt O'Leary) 
and Gerti (Emily Osment) Giggles. Ro¬ 
driguez thinks having kids as both heroes 
and villains will doubly empower the youth 
audience. "Even the villains arc kind of 
cool in their own way. and no one’s really 
bad," he said. "An interesting thing that 
happens in this movie is they find that it's 
not so black and white, you don't really 
have a bad guy, so to speak. It has the sub¬ 
tleties I always wanted to see in a kids' film. 
I wanted to offer up more real-life type stuff 
to kids, so it's not so fairy tale black and 
white. 

"There's a lot more conflict and a lot 
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FUN FOR EVERYONE: The re¬ 
turning spy family of (left to 
right) Carla Gugino. Antonio 
Banderas. Alexa Vega, and 
Oaryl Sahara get to face off 
against the Giggles siblings 
(Matthew O'Leary and Emily 
Osment. at right). 

more questions that 
arc raised. It’s more 
interesting for me as a 
filmmaker, because I 
don’t feel like l*m 
just making a kids’ flick. Kids will enjoy it, 
because it | feels) real, in a fantasy film, of 
all things. It’s exciting because you root for 
the bad kids as well—they’re cool and do 
some cool things. They just have heen 
steered wrong by wandering parents. 
There’s lots of things to think about, but I 
think it’s empowering whenever you see 
kids doing stuff." 

For the Giggles kids. Rodriguez was 
originally worried he wouldn’t have 
enough time to east the parts, but was 
greatly reassured when he met O’Leary' and 
Osment. "I didn’t write their parts very big 
at all. because I didn't have much time for 
casting. When I cast SPY KIDS, I had six 
months to And Daryl and Alexa. 1 was only 
going to have maybe four weeks to find 
Matt and Emily, so I thought I shouldn't 
write a whole lot of stuff for them to do in 
the first draft in case I don’t find the actors 
that are strong enough. When I found Emily 
and Matt, they were surprised when they 
walked on set because there was always 
new stuff for them to do. I continued writ¬ 
ing for them throughout the entire movie, 
and getting their parts up much bigger than 
they ever were before. I think they got a 
kick out of that, and it gave them a lot of 

confidence to know' that I had that much 
more confidence in them that suddenly their 
parts were big. They were that good." 

Coming back lor the second round, Ro¬ 
driguez said Sahara and Vega had more 
confidence themselves, thanks to the suc¬ 
cess of SPY KIDS 1. This time, the kids 
even contributed some ideas to the action 

scenes, such as a tight during an OSS ban¬ 
quet that gets invaded by the villainous 
Magna Men. 

"Alexa and I were having dinner some¬ 
where after a premiere and she picked up 
some spoons and started twirling them 
around." Rodriguez recalled. “I said. ‘Oh. 
we’ve got to do that in the sequel. You 

47 



should pick up spoons and twirl them ex¬ 
pertly and toss them at the had guys, and 
since he's got a magnet on his head, it sticks 
to his head.' Just really crazy stuff that goes 
on. and it would come like that: 'Oh, I've 
got an idea. That's kind of cool.”' 

Stunt coordinator Jeff Dashnaw ex¬ 
plained more about the banquet fight scene, 
which consisted mostly of practical stunts, 
including some wirework martial arts 
moves, and the CG-enhanced spoon bit. 
With kids fighting adults, the filmmakers 
had to accommodate for the height differ¬ 
ences. “We tried to use the height differ¬ 
ence for comedic purposes." Dashnaw said. 
**We tried to show the trickiness of the kids 
over the larger Magna Men. so they use a 
lot of the items that are in the set—curtain 
ropes, tables and chairs, desert carts. What 
we tried to do is show that the kids could 
outsmart the adults. We had probably ten to 
fifteen stunt kids working, and probably 
eight to ten Magna Men working, so each 
guy had one or two kids on him—some 
guys had three kids on them. We'd just talk 
(to the actors 1 and say, ‘Keep away trom 
the eyes, make it look real, have tun. but 
mostly it was kids jumping on the big guys 
and hanging on. We had some 'slide lor 
lifes'—some of the kids slid across the set. 

up in the air. 
We had 
them hitting 
air ramps. 

IN THE BLOOD: Both Carmen 
(below) and Juni begin to 
more clearly demonstrate the 
aptitudes that made their par- 

lighter. By the same token, you have to be 
on your toes, because they go up a lot taster 

too.” 
SPY KIDS 2 is full of magical creatures 

for the kids to battle, most of which were 
created with computer generated effects. 
Rodriguez thought of Ray Harryhausen im¬ 
agery to create things like Slizzards. Spider- 
apes and Sporks. but decided CG was more 
practical for his purposes than old school 
animatronics or stop motion. “There s just 
so much we had to do," he said. “The kids 

1 want.” 
One action scene that involved CG crea¬ 

tures has Carmen and Juni rappelling down 
the side of a mountain while l ighting Harry- 
hausen-esque skeletons. Rodriguez said that 
scene was inspired by JASON AND THE 
ARGONAUTS. “1 just loved JASON AND 
THE ARGONAUTS, and I thought. That’s 
cool, hut it's Jason. If I was a kid. I would 
want to be doing that. So just seeing kids 
fighting classic-looking skeletons, which 
always look funny and are very whimsical 

and very fun, it's really a hoot. It s some¬ 
thing the kids are going to run back into the 
theater to watch again, just to sec that se¬ 
quence. They'll rewind it so many times on 
DVD to see what’s going on. It's just a lot 
of fun. and that’s what it's all about." 

Dashnaw recalled the staging ol the 
mountain scene, where he really had Sahara 
and Vega hanging from a mountain, 700 
feel in the air. “We had them on a rock 
precipice. I had lour cables on each kid and 
we rigged them to the rocks. So. we drilled 
into the rocks and made anchor points and 
had runners run down the side ol the rock 
real tight and came up with cables to the 
kids. We had hip picks on them and we took 
our time with that. We had stunt kids up 
there to lest and actually when we got really 
comfortable with the rigging, we asked the 
stunt kids to try to dislodge themselves so 
we could feel comfortable about it, know¬ 

ing that they couldn’t. 
"I said, 'There's no way you can fall, 

and if you try' to fall this way. I w ant you to 
see what happens. If you try to fall that way. 

We had adults doing ratchets. It was quite a 

week." 
Putting wires and harnesses on children 

had advantages and disadvantages, said 
Dashnaw. "It's probably easier on their bod¬ 
ies. No matter how comfortable or how cus¬ 
tom you have a harness made to your body, 
it w ill bite after a while. You have to come 
down and readjust. That's just physics. For 
us. when we're using manual [human wire 
pullers) instead of machines to propel the 
kids. I prefer working with kids. They are 

actually ride the creatures. We have a clas¬ 
sic creature battle at one point, but those get 
boring after a while because it's just two 
creatures ramming each other. So I had the 
two rival kids, Juni and his arch rival riding 
on top of these creatures. Suddenly, it's be¬ 
tween them and not about the two big crea¬ 
tures battling. That's just more eye candy. 
To do that animatronically just would have 
been crushing to any budget, and I like to 
keep my budgets under control so that l 
have more creative freedom to do whatever 
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I want you to see what happens.* In 
addition to that, I put a pick point on 
the front of their bodies w hich I held 
manually and told them, ‘If you guys 
look like you’re going to get out of 
shape or lose your balance or any¬ 
thing like that. I'm going to jerk you 
down to the rock.' That was my last 
backup safety. I knew that if I had to, 
! could pull them straight down to 
where they were laying on the rocks. 
That was probably my biggest con- 

will come out looking unique to future 
STAR WARS entries. “George actually uses 
a filter system to give his movies more of 
an old-time movie glow. I shot mine naked. 
Mine are just very crisp and clean, so you 
really can see how sharp the picture is... 
Film deadens the colors. I told my 1)1* on 
my SPY KIDS. ‘Look at that wall back 
there. You know what color that is?' He 
said. ‘It's gray, isn't it?* ‘It’s not gray, 
though—I remember, because 1 built that 
set. It’s a purple color back there.* It should 
be, but film makes it look like it's just gray. 
HI) brings back all the color that you both¬ 
ered to put in to begin with. So, the movie 
looks like a Technicolor film." 

Rodriguez already has an idea for SPY 
KIDS 3, and though he would not give any 
specifics, he promised it would be another 
completely different direction than SPY 
KIDS 1 and 2. He also promised not to 
overstay the welcome of the scries. “I 
would slop it probably after the third. You 
want to keep the same kids. 1 kind of like 
seeing them growing up because there are 
multigenerational spies in the movie, now 
especially with granddad. You can see who 
they're going to grow up to be. Carmen’s 
going to grow up to be pretty much like the 
mom. Juni’s going to actually grow up to be 
like the dad. You never would have thought 
that in the first movie, but you start to see it 
in the second one." 

Immersed in editing SPY KIDS 2: THE 
ISLAND OF LOST DREAMS. Rodriguez 
claimed the sequel was an easier production 
all-around than the original. “First movies 
are always harder, because you’re not quite 
sure if people are going to accept the tone 
or how much fantasy you can put in. Even 
the actors aren’t quite sure what they're 
supposed to be doing, and they don't have it 
figured out yet. After they see the first 
movie come out, they’re like, ‘Oh. that's the 
kind of movie we were making.* Everyone 
comes in with ideas for part two, so it just 
expands incredibly if you let it not be SPY 
KIDS GO TO VEGAS. It’s not a rehash. It 
goes in a completely different genre direc¬ 
tion. so it’s really fun in that way." <g(F@ 

GOTTA GET ME THOSE: Micro¬ 
processor-equipped sunglasses 
and flying wheelchairs (Ricardo 
Monfalban demonstrates the lat¬ 
ter at left) are just a small sam¬ 
pling of the fanciful gadgets em¬ 
ployed by your average, well- 
equipped spy family. 

tern on the movie, that particular scene, 
during the skeleton sword fight. I probably 
aged five years on that day. When I had the 
actual kids out there, the kids were more 
willing to do it than I was. 

“Alcxa's great. She’s got some martial 
arts background, and she is very sharp. Her 
talent goes years beyond her age. She is a 
great kid to work with and she picks it up so 
fast. She's very athletic. Alexa actually did 
a lot of the tricky stunts herself. She does a 
series of back handsprings in the banquet 
scene, probably six handsprings, landing 
exactly on a mark take after take. I think if 
we let her keep going, she probably could 
have done twenty, but we ran out of set." 

SPY KIDS 2 also involved more green- 
screen work than the original, which Dash- 
naw said was more tedious than the location 
work for both himself and the kids. "You 
have to be within certain parameters just to 
hit a mark precisely when you're starting a 
kid from point A and have to land them in 
point B. It’s such a critical mark that every¬ 
thing has to be pretty much perfect. Every¬ 

body knows that it's go¬ 
ing to take two or three 
times. Sometimes we've 
got it in one, sometimes 

we've got it in four tries. It's all the 
variables working against you." 
Rodriguez shot SPY KIDS 2 entirely 
with High Definition digital cameras, 
after being turned onto the format by 
buddy George Lucas. After seeing Lu¬ 
cas's HD footage for STAR WARS: 
EPISODE II, Rodriguez did a digital 
lest on a reshoot for SPY KIDS 1. He 
was so enamored with the footage that 
he has given up film entirely. He shot 
his last two films—ONCE UPON A 
TIME IN MEXICO and SPY KIDS 2 - 
in HD and cannot slop praising the for¬ 
mat. “As much as cutting on film ver¬ 
sus cutting on an Avid changes how 
you sec a picture in editing, that’s how 
HD changes how you shoot a movie 
when you're on a set, but more so. It 
just changes the creative process com¬ 
pletely, in a positive way. With film, 

essentially you're shooting in the dark. You 
don’t know until you get your dailies back 
if what you’re doing is working, which is 
the equivalent of running through a busy 
room with the lights off. With HD, you’re 
running through that room with the lights 
on, getting through much quicker and find¬ 
ing cool side routes. The actors see what 
they’re doing and improve upon it, because 
they see it. It’s like being at the premiere 
while you're on the set. 

“On a movie, I think all directors feel it’s 
such a drag shooting, because you never 
feel like you’re getting what you want. You 
feel you made a million compromises be¬ 
cause you were shooting with the lights off; 
you don't know if you even hit the canvas. 
With HD. since you’re there seeing it. you 
know when you’ve nailed a scene. You 
know when you nailed a shot. You know 
when you got an emotion right, because 
you're seeing it. With that positive feeling, 
every day feels like Christmas." 

Rodriguez noted that he is using HD for 
a different effect than Lucas, that his films 
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Memories of... 

A Long-Time Friend Honors One of 
Filmed Science Fiction’s Founding Fathers 

By Boh Burns 
as told to Tom Weaver 

I stood at the perimeter of the crater 
Harpalus, on the high northern latitude 
of the Moon. The view was breathtaking 

and completely enveloping. The “cracked 
mud" surface, dotted with mounds of rock, 
extended to the fool of the craggy hills in 
the far distance. Hundreds of stars shone 
fiercely in the velvety black expanse of 
space above; I could sec our own planet 
Earth, hanging over the mountains in the 
distance. And there, situated in the middle 
of that barren lunar plain, was the atomic 

rockctship Luna. Its four-man crew, outfit¬ 
ted in their bulky red. yellow, and blue 
spacesuits, had already exiled and made the 
first historic footprints in the dust of the 
Moon surface. Now, slowly, laboriously, 
they began to lumber in my direction... 

I was fourteen years-old. 
This was just part of my day on the set of 

DESTINATION MOON (1950), America’s 
first “adult" space travel movie. Based on a 
novel by the celebrated Robert A. Heinlein, 
shot in Technicolor, and graced with the as¬ 
tronomical art of C'heslcy Bones tell, this 
classic motion picture was not only a pio¬ 
neering Hollywood space adventure, it was 
also as technically accurate as the best sci¬ 

entific minds of the day could make it. The 
man behind this groundbreaking movie: the 
Oscar-winning creator of the popular Pup- 
petoon scries, a forty-one year-old Hungari¬ 
an-born producer named George Pal, a man 
I would later be honored to call my friend. 

It was almost a fluke, the way I got invit¬ 
ed onto that set. In school, I was always 
drawing pictures of spaceships and mon¬ 
sters and reading science fiction pulp nov¬ 
els, Those were the days when you could 
get in trouble in school for reading sci-fi— 
and get in trouble I did—but I couldn’t get 
enough of it. 

Vern, one of my schoolmates there at 
Thomas Edison School in Burbank, knew I 
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liked this sort of stuff, and for some reason 
tie took an interest in me because of that. 
One day. in the full of 1949. he came over 
to me in the cafeteria during our lunch 
break and said. “Hey, my dad's working on 
some picture about a trip to the Moon, and 
he’s taking me over it) the set today. Would 
you he interested in coming along?" I said. 
“Y-y-y-yeah!" 

It turned out that Vern’s dad was a grip 
who happened to he working on DESTI¬ 
NATION MOON. At that age. 1 wasn’t 
keeping up with what was going on in Hol¬ 
lywood news-wise, and 1 hadn't heard any¬ 
thing about the picture. 1 lived just a block 
and a half from school, so I ran home to 
ask my mom if it would he okay tor me to 
go with Vem and his dad to the studio that 

afternoon, and she said. “Fine." It was great 
that the invitation and the visit to the set 
came on the same day: the fact that there 
was no lengthy advance notice made the ex¬ 
perience even better. The anticipation, and 
the suspense, didn't have to build. It was 
just right there. Vern's dad picked us up in 
his cur after school, and we went over to 
General Service Studios in Hollywood. Out¬ 
side of a visit I had made to Republic during 
the making of the serial THE PURPLE 
MONSTER STRIKES a few years earlier. 1 
had never before been on a studio lot. 

Vern and I had passes, and we were 
cleared to go onto the stage, which was 
something of a privilege: The DESTINA¬ 
TION MOON set was pretty private and 
didn’t play host to a whole lot of “civilian" 
visitors. What visitors they had were digni¬ 
taries: representatives from the Air Force. 
Navy people, and so on. A lot of important 
people were taking interest in this film. 

I'm shy on sets—right to this day, I’m 
not the kind of guy who goes on a set and 
becomes very gregarious. 1 prefer to stay in 
the background because, frankly. I’m al¬ 
ways afraid that I’m going to mess some¬ 
thing up. In fact, once we were on the lot. 
Vern's dad had to prod us a bit to gel us on¬ 

to the sound stage. 
(Vern was a little 
shy too.) 

My first surprise 
came as I stepped in 
through the sound 
stage door: The set 
was refrigerated. 
Here I was. dressed 

in short sleeves fora typical, seventy-five 
degree California day. and the cold hit me 
as soon as I entered. So now I was “double 
chilled”—I already had chills from being 
excited, and now chills from being cold. 
But what I saw quickly pul ail thoughts 
about the temperature out of my head. 
There, on this largest stage of the General 
Service lot was that giant, now-familiar 
Moon set. with sand and rocks on the floor, 
the partial spaceship and the starry cyclo- 
rama. It was nothing like the sterile blue- 
screen stages used today, where the actors 
have to imagine w hat's going on around 
them and their surroundings are added in 
post-production. On DESTINATION 
MOON, everything was right there. To a 
fourteen year-old kid, especially one who 
loved space stuff, it was an unbelievable ex¬ 
perience. My God...I'm on the Moon! I told 
myself, because it realty felt like I w'as. 

The reason the set was so cold. I soon 
learned, was because the poor actors play¬ 
ing the space travelers (John Archer. Warn¬ 
er Anderson. Tom Powers, and Dick Wes¬ 
son) were suffering from the heat that built 
up inside their suits. To make their space- 
suits look inflated with oxygen, they were 
stuffed with kapok, the insulating material 

used to stuff sleeping bags. It was the 
stuff that Hollywood’s greatest "goril¬ 
la man,” Charlie Gemora, used to use 
in his gorilla suits—and which Charlie 
later told me never to use ("Don 7 use 

kapok, whatever you do. It’ll kill you!"). 
But back in those days, the late 1940s, I 
guess that's all there was, so these DESTI¬ 
NATION MOON actors were dressed in 
spacesuits packed with it. Of course, the 
suits were also heavy, they had helmets on 
and, if all this wasn't tough enough on the 
actors, the sound stage rafters were loaded 
almost past the safely point with great 
banks of "Brute” arc lights, the hottest and 
most intense on the market, to simulate the 
effect of raw sunlight. That's w hy it became 
necessary to refrigerate the place to the ex¬ 
tent that it was actually cold on the periph¬ 
ery of the set, and crew members were 
walking around in overcoats. 

The ship was also really interesting. I 
thought it was metal, but it wasn’t. Vern’s 
dad showed Vem and me what it was. It was 
actually made out of plyw'ood which had 
umpteen coats of paint on it so that the 
wood grain wouldn't show through. Years 
later. Paul Blaisdell did just the same thing 
when he made the saucer for INVASION 
OF THE SAUCER MEN—he made it out 
of white pine and put coat after coat of paint 
tm it, to hide the wood grain. It was kind of 
amazing to me to realize that those "two 
minds," Paul’s and the crew of DESTINA¬ 
TION MOON, worked exactly alike. 

John Archer, who played one of the 
spacemen, once complained to an inter¬ 
viewer that the cracked Moon surface made 
the actors* footing insecure, and that they 
had to look down a lot to avoid tripping and 
falling. He wasn't exaggerating. The sur¬ 
face w as made up of scores of irregularly 
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Volume 1 Number 1 
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animated movie (ram 
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Volume 1 Number 2 
The PJ i Cover 
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Eddie Murphy's claymalion TV 
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this giant robot series, and a 
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Volume 1 Number 4 
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in our -Anime" series of 
magazines. We cover the 
high and tow points of the 
first season of this top-rated 
anime TV series. Also. Todd 
McFarlane and ANGRY 
BEAVERS is reviewed. 
Remember, these issues 
are not available anywhere 
else! $5.00 

Volume 1 Number 3 
The making of the Miyazaki 
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with reality. Also featured is 
Heavy Metal's FAKK2 SS 00 

VISIONS 
Volume 1 Number 1 
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shaped slabs of plaster, six or seven 
inches thick, put together like a giant 

ORGANIZED INVASION: Charles 
Gemora populated the briefly* 
seen Martian costume in George 
Pal s WAR OF THE WORLDS 
(left). Below. Pal (on ladder) 
watches Byron Haskin direct a 
sequence from WAR. 

During one break. Vein's 
father took me over and 
introduced me to George 
Pal. which very much sur¬ 
prised me—I didn't hold 
out any hope that he 
would do that. (I knew 
who George Pal was, but 
just from the Puppetoons. 
The only picture he did 
before DESTINATION 
MOON was THE GREAT 
RUPERT, and I don’t know 
if I'd even seen it at that 
point.) George seemed to 
be quite taken with me be¬ 
cause I was a fourteen year- 
old kid who had such a love 
for this stuff. I guess at that 

time not too 
many kids did— 
or, if they did. 
George wasn’t 
aware of it. 
Vern’s dad said. 
“This kid. all he 
does is draw 
spaceships all 

jigsaw puzzle. The gaps between some of the time,” and George seemed to be very 
these slabs was six inches or more—if you impressed with that. I remember him say¬ 

ing. in his very heavy Hungarian accent, 
"I'm glad you like this stuff. How 
nice that you're in¬ 
terested in it." 

weren't careful, you could slip your foot 
down into one of those gaps and snap an an¬ 
kle pretty darn easy. The spacemen, with 
helmets on their heads, couldn't see where 
they were walking—they could only sec 
straight ahead unless they bent down. Prac¬ 
tically the entire stage floor was covered 
with those jigsaw puzzle plaster slabs; in 
fact, they had to put the camera on a big 
crane so it could go in and out. They 
couldn't have a camera on the floor the 
conventional way, not with all those 
spaces between the slabs, and with some 
slabs higher than others. 

Needless to say. between the starry cy- 
clorama and the lunar surface and the 
spaceship itself, I was completely blown 
away by that set. And. to make the day 
complete, a little later on. maybe about an 
hour into our visit, they actually shot a 
scene with the actors—the scene where 
Archer stops his fellow spacemen from 
carrying the big telescopic camera back 
onto the spaceship and tells them that 
the ship is too heavy to take off again. 
It was fun to watch them shoot that, 
but I must admit that I would have 
rather been there one day sooner: 
The day before, they did a forced 
perspective shot of Archer com¬ 
ing down the ship’s ladder, 
with three "little people” in 
spacesuits carrying a smaller 
version of the telescopic cam¬ 
era in the distance. Using lit¬ 
tle people made it look like 
the set was that much bigger, 
and the three spacemen that 
much farther away. 

“We should have more people interested in 
space, because someday we’re gonna go to 
the Moon." George knew that was going to 
happen one day. he simply knew it. So we 
had a conversation, but not a real big one, 
because I was so in awe—and so scared to 
death I was messing up something! 

I didn't talk to George after that for a 
few years. Then I met him again a couple 
years later at a convention, a sci-fi con if 
I’m not mistaken, where he was giving a 
talk. When he was finished. I mustered my 
courage and went up to him and reintro¬ 
duced myself. To my amazement he re¬ 
membered me. “You were the young chap 
who came over to see the DESTINATION 
MOON set." he said. "I was very impressed 
to meet a young kid who was so interested 
in science fiction and science stuff." 

By this time, he had finished WHEN 
WORLDS COLLIDE at Paramount and 
was getting ready to make THE WAR OE 
THE WORLDS there. He mentioned that 
the Martian ships in his movie were going 
to be saucers, not the tripod-legged ships in 
the H.G. Wells story, but he didn't elaborate 
on it at ail—he was keeping it quiet. I 
asked. “Are the Martians gonna be in it?' 

“Yes,” he said. “We were going to ani¬ 
mate the Martian, but now we're gonna do 
something else...” Here again, he didn't tell 

me that much about it. he was 
pretty secretive at that point. 

By this time, and for 
years to come, 

George tended to 
he kind of elose- 
moulhed on the 
subject of his fu¬ 
ture pictures. I’m 

sure this was a re¬ 
sult of what happened 

to him on DESTINA¬ 
TION MOON. A low- 
budget company called 
Lippert saw all the 

public it v that DES- 
V I N AT I O N 
MOON was get¬ 
ting and. decid¬ 
ing to cash in on 
it. they made 
their own trip- 
i n t o - s p a c e 
movie, ROCK- 
ETSH1P X-M, 
which was in 
theaters ahead 
of DESTINA- 
T I O N 
M O O N . 
From then 
on. it seemed 
to me 
George was 
a lot less 

o p e n 
about the 
films he 



was preparing. In fact, I later learned that he 
had a safe at home where he locked away 
scripts of his upcoming pictures. 

Before we went our separate ways at that 
convention, George gave me his phone 
number at Paramount, and I think that if I 
had called and asked to visit the set of WAR 
OF THE WORLDS, he might have allowed 
it. Here again, I was so shy. (In fact, the on¬ 
ly set I was on with George was DESTINA¬ 
TION MOON.) After this point, I didn't see 
George again for several years; the next 
time I established contact with him was in 
I9fi(), soon after I got out of the Army. He 
had just produced and directed THE TIME 
MACHINE with Rod Taylor as the Time 
Traveler, and there were rumblings all 
around town about it. 1 was so excited about 
seeing the picture that I got up the nerve to 
call his office at MGM. The person who an¬ 
swered the phone was Gae Griffith, his sec¬ 
retary. whom 1 had first met on the DESTI¬ 
NATION MOON set. (Gae was so devoted 
to George. George was her whole life, real¬ 
ly.) Gae remembered me from way back 
and said that she'd tell George that 1 
phoned—and sure enough, he called me 
back. He talked to me like we were old 
friends—“Bob. how are you? Boh. it’s so 
good to hear front you!” 

When I told him how jazzed I was about 
THE TIME MACHINE, he sent me and my 
wife Kathy invitations to an advance show¬ 
ing in a screening room on the MGM lot. A 
few of the actors were there, and of course 
George, whom I approached and thanked 
for inviting us. So we got to see THE TIME 
MACHINE before it was released, and I 
just melted. THE TIME MACHINE is one 
picture that really “did it" for me—I w as 
just blown away by it. It immediately be¬ 
came one of my favorite movies, and the 
time machine itself, co-designed by George 
and MGM art director William Ferrari, be¬ 
came one of my very favorite movie props. 
I'll never forget what George told me about 
the design. When he was a young fellow in 
the old country. Hungary, in the days long 
before TV and even radio, the big event 
each year was riding around in a horse- 
drawn sleigh. So George incorporated the 
look of a sleigh into his lime machine. Take 
another look at it. now that you know this, 
and you'll sec it immediately. That part of 
the design was all George. 

From that point—1960—on, George and 
1 talked on the phone almost every month, 
about anything and everything. I grew to 
love the man. For one thing, he genuinely 
loved SF. particularly SF that dealt with ex¬ 
ploration. He had an incredible imagination 

and he loved fantasy in gen¬ 
eral. He was very happy 
making the films he made, 
and I don't think he ever 
cared to make any other 
kind—I don't believe he fell 
the least bit “typed.” He 
loved doing genre pictures, 
and he was very good at it. 

The other thing was, he 
was innately a sweet, won¬ 
derful guy. The best way 1 
can illustrate this is to relate 
what I was told about him by 
Wah Chang and Gene War¬ 
ren, Sr., effects guys on many 
of George's pictures. (Wall 
and Gene were with Pal from 
the very beginning, right 
from the time he first came 
over to the U.S.—they were 
with him off and on all 
through his career.) Wah and 
Gene said that everybody 
loved George so much, they 
wanted to do good for him. 
To show you w*hat I mean: 
THE TIME MACHINE was 
done for $750,000. which is 
pretty cheap for a movie like 
that. Part of the reason it was 
that inexpensive is that 
George’s crew put 150 per¬ 
cent into whatever they did. 
They wanted to work for 
him. They wanted to go the 
extra mile for him. 

In November. 1961, the 
worst brush fire in the history 
of Southern California swept 
through Bel- 
Air. Driven by 
fifty m.p.h. 
winds, it de¬ 
stroyed nearly 
500 homes, 
including _ _ 
George's. 
George lost everything—not only his home, 
but also a lifetime of mementos. They 
weren't just objects to him. they wfere part 
of him. (He also lost his scripts for a num¬ 
ber of forthcoming pictures—THE DISAP¬ 
PEARANCE. LOST EDEN and 7 FACES 
OF DK. LAO. He kept them in a fireproof 
safe and, sure enough, the fire didn't de¬ 
stroy the safe. But the fire was so hot that it 
incinerated everything in the safe—there 
was nothing but ashes when they opened it 
up.) 1 felt so bad for hint. I began making 
copies of all the photos I had from DESTI- 

MODEL RESURRECTION: This 
miniature of DESTINATION 
MOON'S spaceship Luna is a re¬ 
production ot the original ver¬ 
sion that was destroyed in a fire. 

NATION MOON, WHEN WORLDS 
COLLIDE, WAR OF THE WORLDS, 
all his movies, to replace some of the 
ones he had lost. 

Then. I phoned the house one day when 
he was out and Zsoka said to me, “Bob. I 
don't know if it’s a real good idea to do this. 
If something happens to them again...he 
couldn't handle it." She knewf that if he 
built up a new7 collection and then lost it a 
second time, it would just kill him. I pon¬ 
dered that later, the fact that George was so 
sensitive and sentimental that the loss of his 
mementos had devastated him that badly, 
and I marveled at the fact that a guy like 
that was able to survive in a tough town like 
Hollywood. He wasn't mean enough to be 

“The DESTINATION MOON set was nothing like the sterile, blue-screen 
stages used today. I thought, My God\ I’m on the moon!" 

—Bob Burns 
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in that business, it seemed to me, and I 
wondered at how he managed to do it. 

George was never an aggressive guy, 
and (needless to say) that worked against 
him in Hollywood. As we all know, you’ve 
got to sometimes he a son of a hitch in that 
business, in order to “make it.” But George 
would rather switch than fight. For exam¬ 
ple. he left Paramount after making WHEN 
WORLDS COLLIDE and WAR OF THE 
WORLDS and a few other pictures there, 
because they messed CONQUEST OF 
SPACE up on him. Paramount pul in a reli¬ 
gious angle, made the commander of the 
ship (Walter Brooke) a fanatic, and George 
didn’t appreciate that at all. And. being a 
passive person, the way he took care of that 
situation was that he left Paramount. It was¬ 
n’t in him to go up against the studio, so he 
moved on. But then, years later. MOM 
meddled on THE POWER, and then Warn¬ 
ers meddled on DOC SAVAGE: MAN OF 
BRONZE—George began contending with 
this all the time. When he was pretty much 
independent, like when he did DESTINA¬ 
TION MOON, he was fine. On WHEN 
WORLDS COLLIDE and WAR OF THE 
WORLDS. Paramount left him alone pretty 

who had splicers at work (I was a film edi¬ 
tor at CBS). He phoned and asked if I'd fix 
it for him, and I said sure. When he arrived. 
I was getting ready to show a friend my 
16mm print of THE FURTHER ADVEN¬ 
TURES OF MAJOR MARS, a seven- 
minute feuturettc that several of my special 
effects artist-friends and 1 had made (I 
played Major Mars). I didn’t want to bore 
George with it so I told him, “I'll be with 
you in a minute, just let me start running 
this little featurette thing I did." He said. 
"You did it? I’d love to see it!” So I showed 
it and he loved it—he was howling! And 
when it was over, he said. "I didn’t know 
you were an actor.” I laughed, “I’m not. 
That oughla be pretty apparent!” 

But George was serious—“No. no. no. 
you were wonderful, you were brilliant!’’ he 
said. “If I ever do THE VOYAGE OF THE 
BERG, there’s a comedic part that you're 
just made for.” (THE VOYAGE OF THE 
BERG was a film he wanted to make about 
a giant iceberg the size of a city, that they 
were going to float over from the Antarctic 
to places that had no water.) I’ll never for¬ 
get George say-_ 
ing, “If I do VOY- THE time traveller re¬ 

turns: Rod Taylor resumes ac- 
estored 

much. But later on. everybody started want¬ 
ing to put in their two cents on his pictures. 

I had a chance to be in one of George’s 
pictures, but unfortunately nothing came of 
it. George used to give talks at colleges and 
he’d bring along a reel of 16mm clips from 
some of his movies. Well, one day the film 
broke—and I was the only guy he knew 

AGE OF THE BERG, you're definitely go¬ 
ing to be in that film.” and I’m sure he 
would have made good on that promise. He 
wasn’t a b.s. guy—that was another thing I 
liked about him. 

George was a fellow who was always 
looking ahead into the future—and there 
wras one time when he made a prediction 

about my future. That story begins on the 
day in 1970 when I heard about the big up¬ 
coming MGM public auction, the now-fa¬ 
mous one where they offered the ruby slip¬ 
pers from THE WIZARD OF OZ. costumes 
from GONE WITH THE WIND, the differ¬ 
ent saucers and ray guns from FORBID¬ 
DEN PLANET, a couple of the chariots 
from BEN-HUR—and, my personal “Holy 
Grail.” the Time Machine. George had al¬ 
ways told me that he was sure that I would 
someday add that to my collection, and now 
here—finally—was my opportunity. Kathy 
and I scraped up and borrowed a thousand 
bucks, hoping maybe I could get it with 
that, and we went to the auction, which was 
held in one of the buildings at MGM. Final¬ 
ly THE TIME MACHINE came up...and 
w hen it got to $4000, I said, “Let’s go. I 
don’t even want to know.” We left before 
the final bid. It ended up going for like ten 
grand to a fellow who operated a traveling 
show, carting movie props around the coun¬ 
try in big semi trucks. 

After the auction. I called George, 
very distraught, and told him I’d lost out. 

“Oh, you’re still gonna get it.” he 
chirped. “Someday you're going to 
end up with that machine, I just 
know you are.” 

Lo and behold, five years later, a 
friend of a friend was in an Orange, 

California, thrift shop looking for props for 
a movie—and in the back of that place, he 
saw the dish of the Time Machine. He 
called my buddy Tommy Scherman and 
said. “I think I found the machine that your 
friend Bob's lookin’ lor.” 

Two hours later. Tommy and I were 
down there, sauntering “casually" toward 
the back of the shop. And there it was. The 
chair was gone out of it. and the pods were 
all pretty much melted, but it was the Time 
Machine all right. The shop owner had sold 
the chair out of it to some barber chair col¬ 
lector. but that didn’t concern me because 
George had given me THE TIME MA¬ 
CHINE blueprints, which included blue¬ 
prints for the chair. 1 knew it wouldn’t be 
hard for us to re-manufacture it. 1 ended up 
buying the Time Machine for a thousand 
bucks—exactly what I’d intended to spend 
at the auction. 

Naturally, I called George as soon as 1 
got home. “George, you’re not gonna be¬ 
lieve this, but 1 now have the Time Ma¬ 
chine.” I babbled out to him. "It's in bad 
shape, but I have it.” He had such a great 
sense of humor. He paused for just a sec¬ 
ond. and then he said, very grandly. “Of 
course! You never doubt me! Never doubt 
me! I always told you. you were gonna gel 
it.” Then he laughed like crazy, that great 
laugh of his. 

That was in 1976, the year after 
George’s DOC SAVAGE played (briefly). 
Sad to say. there were no more films in 
George’s future, but not for lack of trying. 
George went from studio lo studio, trying lo 
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PAL REENVISIONED: Bob 
Burns tries out the newest 
Time Machine. 

sell them on various projects—THE 
VOYAGE OF THE BERG. THE DIS¬ 
APPEARANCE. a number til stories. 
And he always wanted to do a sequel to 
THE TIME MACHINE, right back to 
the time when he made the Rod Taylor 
original at MGM. TIME MACHINE 
II—that was his big dream. I own a du¬ 
plicate of the liny Time Machine you 
see in the movie, and I used to loan it to 
George and he would take it to the stu- 

I*- 

dios where he was pitching TIME MA¬ 
CHINE II. to have a prop to show 
them. (George used to own the actual 
little Time Machine in the film, but that 
burned up in Ins fire.) 

Unfortunately, this was now the 
1970s and most of the studios had 
changed hands since the days when 
George worked there. Younger guys 
were now running the show, and 
George was just an old man as far as 

they were concerned. Everywhere he 
went, it was always. “You’re too old." 
(Okay, he was old. but the 
guy's mind was still so 
sharp. He could have still 
done anything, no prob¬ 
lem.) And they kept bring¬ 
ing up his last couple of 
pictures. "Wellll. THE POWER didn’t do 
very well, and DOC SAVAGE was a total 
failure..." They basically just told him he 
was too old. and kind of washed-up. 

The last time I talked to him. in 1980. he 
was as blue as I had ever heard him. He had 
tried to sell TIME MACHINE II. and his 
other projects one more time, and once 
again it was no-go. I don't recall if he told 
me what studio he had been at. it was one of 
the majors, but he said. “I’ve never been 
treated so badly in my life. These young 
studio execs just think Em too old and all 
washed-up...they say nobody likes those 
kind of genre films any more..." I never 
heard him so despondent. He was always 
“up." he w as never “down," there was al¬ 
ways hope for anything and everything with 
George. But now. he knew there was no 
hope left. It was very difficult for me to 
hear him talking like this. Finally he said, 
“You know...I finally figured it out. I am too 
old. And I guess I don’t have it." 

I said, “George, that’s not true. man. 
You're as bright as you’ve ever been. But 
you're dealing with guys that don’t know 
the genre at all—they don’t know the busi¬ 
ness at all. They’re ex-agents, and they're 
ex-accountants, and they’re ex-God-only- 
knows-what. But they’re running the busi¬ 
ness now. The people running the business 
are not moviemakers any more." I tried my 
darndest to raise his spirits, but he said. 
“No. No. I’m through. I’m just not gonna 
try any more. I’m tired of being told that 
I'm an old man, and a has-been..." I tried to 
lift him up, but there was no way I could do 
it. After 1 got off the phone. 1 felt awful. I 
told Kathy. "I’ve never heard George sound 

this way before. The guy’s 
destroyed..." 

And two weeks later. I got a phone call 
at CBS. in the morning, from Gae Griffith. 
"Bob." she said. “1 have to give you some 
really bad news...I don’t even know how to 
tell you... 

"George died last night." 

It was a pretty big funeral—a lot of 
George's people turned out. A lot of his 
crew—nearly all of the oldtime technician 
guys who had worked tor him and were still 
around were there. Ron Ely was there. Alan 
Young. I think. Eorry Ackerman gave the 
eulogy. It was very sad. it was a collective, 
H e really miss this guy. He was one of the 
good guvs in this world and...he's gone 
now. Afterwards, a very few of us went 
back to the Pal house. It was me and Kathy 
and Zsoka Pal. and George’s son David, 
and a few other close friends. Also some 
production people I didn't really know. And 
Gae Griffith, of course—she w as with 
George to the very end. It was a very sad 
time. I fell the same way Gae did when she 
said. "Eve lost the best friend I’ve ever hud 
in my life." 

The consensus that day, as we sat 
around George's big living room, was that 
he had died of a broken heart. The people 
running "the New Hollywood" had actual¬ 
ly killed his spirit. George had an incredi¬ 
ble spirit...and when that spirit died, he 
died. I think that's exactly what happened. 
I’m starting to tear up now. just thinking 
about it. It gets to me. to this day. Here 
was this guy who was just so full of life 
and so full of talent still. He could have 
done things. And this town beat him 
down. That sure helped kill him. 

I try not to think about that last purl of 
George's life—I have loo many fond 
memories from happier times. One of my 
favorite memories of George crossed my 
mind just a few weeks ago. when I visited 
the set of the new TIME MACHINE with 
Guy Pearce as the Time Traveler. George 
and Zsoka had come to watch The Return 
Of The Time Machine a Halloween show 
we put on in 197b. and they stayed the 
whole evening long. The show ran about 
ten minutes (that’s including turn-around 
time to get the audience in and out) and 
we did it thirty-five times that night, start¬ 
ing around five in the afternoon and fin¬ 
ishing up at midnight. George just loved 
seeing people react to it. And after it was 
over, the man who created that marvelous 
movie sat in his time machine. It was 
something which he had never done dur¬ 
ing the making of the movie-—he just nev¬ 
er got around to it. or maybe never even 
thought about it. It was a thrilling moment 
for all of us. When he sat in that machine, 
he was like a kid in a candy factory—I 
had never seen him so excited. That ex¬ 
citement actually shows up in the pictures 
that my friend Joe Viskocil look that 
night. And one of Joe’s shots instantly be¬ 
came George’s favorite. He had it dupli¬ 
cated, and from then on. for the rest of his 
life, that was the one he sent out to anyone 
who wanted a picture. 

1 don’t think Eve ever met a finer man 
than George Pal. He and Glenn Strange, in 
my mind, were two of the nicest, most up¬ 
standing human beings on the face of this 
Earth. I’m a much better person for having 
known them. If I ever wanted to be like 
anybody, it would be like both of those 
gentlemen. 
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Dragons In Film 
They May Be Fantasy’s Fiercest Icons, 

But When It Comes to the Screen, 

Dragons Don’t Always Get Their Reign of Fire 

By Andrew Osmond 

Roaring he swept hack over 
the town. A hail of dark arrows 
leaped up and snapped and rat¬ 
tled on his scales and jewels, 
and their sha fts Jell hack, kin¬ 
dled hy his breath burning and 
hissing into the lake. No fire¬ 
works you ever imagined 
equalled the sights that night. At 
the twanging of the hows and 
the shrilling of the trumpets the 
dragon *v wrath blitzed to its 
height, till he was blind and 
mad with it. h ire leaped from 
his jaws. Then down he 
swooped straight through the 
arrow-storm, reckless in his 
rage, taking tut heed to turn his 
scaly sides towards his Joes, 
seeking only to set their town 
ablaze. 

Thus. JRR Tolkien de¬ 
scribed the dragon Sniaug 
on the rampage in the 

classic 1937 novel. The Hobbit, 
forerunner to THE LORD OF 
THE RINGS. 11 there’s an oh- 
vious adjective to describe the 
action, it's cinematic. 

Orations seem to he naturals 
for the screen. They're awe¬ 
some. they're scary, they're 
spectacular, which makes it all 
the more surprising that there 
haven’t been more to be seen of 
them in the last century of fan¬ 
tasy cinema. Of course, they're 
expensive. Dragons devour 
movie budgets with the same 
rapacity that they consume 
young maidens. They may also 
be thought too obvious, too fa¬ 
miliar and—following the 
DUNGEONS AND DRAG¬ 

ONS role-play boom in the 
’70s—too geeky for the movies. 
But beyond that, it's tough for 
screen dragons to compete with 
their print cousins. No matter 
how good the special effects, 
they can't live up to the dragons 
that writers like Tolkien conjure 
up in the imagination. 

Recently, dragons have been 
reduced to cameos. Smaug fans 
have had to console themselves 
with Rankin-Bass’ 1977 TV 
adaptation of THE HOBBIT, 
with Richard Boone voicing the 
beast the also had a brief ap¬ 
pearance in Peter Jackson's 
LORD OF THE RINGS, as a 
firework). Norbert. the cute ba- 
by dragon in MARRY POTTER 
AND THE SORCERER'S 

SHORTCHANGED SHOW¬ 
CASE: DRAGONHEART had 
an impressive, Tippett-de¬ 
signed monster, but squan¬ 
dered the beast by making 
it an anthropomorphized. 
Sean Connery-voiced co¬ 
median. 

i 

STONE, had barely enough 
time to singe Robbie Coltrane's 
beard before being whisked out 
of the film—we can expect 
more dragon action if Warners 
eels to Harry's fourth adven- 
lure. Goblet of h ire. There was 
also Falkor. the too-euddly 
luck-dragon in the NEV- 
ERENDING STORY trilogy, 
who mostly served as a steed or 
onlooker, and chased teen bul¬ 
lies in the less-lhan-uplifting 
end to the first film. Not exactly 
star turns. 

It was not always so. Back in 
the twenties, one of the greatest 
European directors was giving 
dragons featured billing. In 
1924, Frit/. Lang made 
SIEGFRIED, the first half of 

his two-part Norse epic 
DIE NIBELUNGEN. 
based on the same myths 
that inspired Wagner's 
Ring cycle. In the course 
of his adventures, the hero 
Siegfried lights and slays 
the dragon Fal'nir. a fifty- 
foot long contraption that 

was operated by a crew of men 
hidden inside. The dragon 
looks mechanical now. hut it 
was state-of-the-art for its time, 
though overshadowed by the 
sci-fi creations of Lung's later 
METROPOLIS. 

The same year saw the first 
THIEF OF' BAGDAD, in 
which Doinilas Fairbanks’ hero 
bags a dragon in the Valley of 
Monsters, though frankly all 
the fantasy creatures play sec¬ 
ond fiddle to the energetic Fair¬ 
banks. For the next three 
decades, fantasy cinema pretty 
much passed on dragons, flo or¬ 
ing big apes, wicked witches, 
and larger-than-life genies. 



Japan's GODZILLA, intro¬ 
duced in 1954. was arguably a 
dragon, given his ability to 
breathe radioactive fire. A later, 
low-tech Japanese creation, 
GH1DHRAH THE THREE¬ 
HEADED MONSTER (1965), 
was also decidedly dragonish, 
even if it was meant to be an in¬ 
vader from outer space. 

Dragons reappeared in Hol¬ 
lywood in 1958. when Ray Har- 
ryhausen included one in his 
seminal fantasy film SEV¬ 
ENTH VOYAGE OF SINBAD, 
allowing his dragon to kill a 
Cyclops and crush the bad guy 
{princess-shrinking Torin 
Thatcher). Sadly, though, this 
dragon is a decidedly average 
creation, no match for the Cy¬ 
clops in terms of screen pres¬ 
ence. Some of SIN BAD's team 
reunited to make the cut-price 
follow-up JACK THE GIANT 
KILLER < 1962), which features 
a rather cheesy dragon once 
again fighting Kerwin 
Matthews. Harryhausen. how¬ 
ever. steered away from drag¬ 
ons for the rest of his films, 
though the Kraken in his swan¬ 
song CLASH OF THE TITANS 
(1981) has a similar penchant 
for destroying cities and eating 
princesses. 

The next additions to live- 
action dragon lore were two 
shoestring offerings from 
Blighty. MONTY PYTHON 
AND THE HOLY GRAIL 
(1975) and JABBERWOCKY 
(1978) were transitional films 
for Terry Gilliam, as he started 
to move from the MONTY 
PYTHON universe to his more 
personal brand of fantasy cine¬ 
ma. In GRAIL, the dragon is 
only a Gilliam animation (van¬ 
ishing when Gilliam has a heart 
attack), and inflicts less damage 
than the fearsome killer rabbit. 
In JABBERWOCKY, the Car¬ 
roll-inspired creature is a man 
in a monster suit, facing back¬ 
wards to give his legs a bird¬ 
like bend, and fighting a child 
in miniature armor. But what 
the films shortchange in full- 
fledged monster fierceness, 
they get right in the surround¬ 
ings: rugged mountainsides, 
crumbling cliffs, and an arid 
landscape swathed in what 
might be fog or steam. 

1981 saw the first major 
dragon movie for decades. 
DRAGONSLAYER. a co-pro¬ 
duction between Paramount and 

Disney. DRAG¬ 
ONS LAY HR was 
part of a curious cycle of Dis¬ 
ney live-action fantasies in the 
early ‘80s. which also included 
TRON. WATCHER IN THE 
WOODS, RETURN TO OZ 
and SOMETHING WICKED 
THIS WAY COMES. All were 
unusually dark and menacing 
pictures for the studio, with lim¬ 
ited critical and commercial 
success, but setting important 
precedents. DRAGONSLAYER 
was especially significant, 
showing how the stop-motion 
aesthetic could be aided by 
computer technology. 

The film was a career step 
for animator Phil Tippett, who 
cut his teeth creating the chess 
game in STAR WARS and the 
Tauntaun and Imperial Walkers 
in EMPIRE STRIKES BACK. 
For DRAGONSLAYER. Tip¬ 
pett and his team huilt on tech¬ 
niques used in EMPIRE, creat¬ 
ing a process called ‘Go-Mo¬ 
tion.’ As in traditional stop-mo¬ 
tion. the dragon was an animat¬ 
ed model, shot a frame at a 
time. But now. the model was 
hooked to computer-controlled 
rods, moving the model as each 
frame was exposed. This result¬ 
ed in a live-action style ‘motion 
blur,’ removing stop-motion 
jerks and making DRAGON- 
SI. AYER’s monster fluid, con¬ 
vincing. and very scary. Tippett 
later moved onto CG animation, 
working on the likes of JURAS¬ 
SIC PARK and STARSHIP 
TROOPERS. 

FULL POWER: Films like 
REIGN OF FIRE visualize 
dragons in their full, de¬ 
structive glory, a favor not 
always accorded them by 
other moviemakers. DRAGON¬ 

SLAYER also 
benefited from a gritty, intelli¬ 
gent. and courageously down- 
beat script, co-written by pro¬ 
ducer Hal Barwood and director 
Matthew Robbins. (Robbins lat¬ 
er directed BATTERIES NOT 
INCLUDED and scripted 
Guillermo Del Toro's MIMIC.) 
Like REIGN OF FIRE, it was 
heavily influenced by JAWS, all 
the way to featuring a memo¬ 
rable early sequence where a 
young girl, left as a sacrifice to 
the monster, is pursued through 
darkness by the unseen beast 
until a fireball consumes her. 
(British locations seem to he 
mandatory for the best dragon 
films. DRAGONSLAYER was 
shot in Wales and the island of 
Skye; GRAIL in Scotland; and 
the new REIGN OF FIRE in 
Ireland’s Wicklow mountains.) 

DRAGONSLAYER’s dark 
tone clearly puzzled marketers, 
who used a TITANS-style 
poster pic of the film's hero 
Galen (Peter MacNicol) fight¬ 
ing the dragon while the film's 
princess (Chloe Salaman) cow¬ 
ers in chains. Actually, the 
princess is killed by the drag¬ 
on’s huhics before she meets the 
main monster, while Galen is 
defeated and can only stand by 
as his mentor (Ralph Richard¬ 
son) blows both dragon and 
himself to smithereens, ending 
an age of monsters and magic. 

A similarly elegiac tone was 
tried in DRAGONHEART 
(1996). in which the computer- 

created Draco (designed hut not 
animated by Tippett) is the 
world’s last dragon, hoping on¬ 
ly for an afterlife in the stars. 
However, DRAGONHEART is 
much less interesting than its 
predecessor, a fact sometimes 
hlamcd on the limitations of CG 
hut as much to do with an errat¬ 
ic script and the decision to an¬ 
thropomorphize Draco, giving 
him human-like expressions 
and tics, plus Scan Connery’s 
voice. 

Most fantasy fans try to for¬ 
get the lamentable DUN¬ 
GEONS AND DRAGONS 
(2000), a film unfairly com¬ 
pared to ’80s fantasies like 
KRULL and LEGEND—it’s ac¬ 
tually far worse, with the CG 
dragons relegated to a couple of 
appearances. 

An honorable mention 
should he given to the animated 
TV movie FLIGHT OF DRAG¬ 
ONS (1986). made bv Rankin- 
Bass after THE HOBBIT and 
much better. The animation is 
unremarkable, but the designs 
are good and the story inge¬ 
nious. another ‘dying days of 
magic* tale w ith a present-day 
man transported to antiquity 
and given a dragons body by ac¬ 
cident. The film anticipates 
REIGN OF FIRE in offering 
scientific explanations for drag¬ 
ons (for example, they have in¬ 
ternal gas sacks inflated with 
hydrogen), and there's a superb 
villain in the evil wizard 
Omadon, voiced by James Earl 
Jones. 
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CFQ Reviews = CFQ Mail 
FILM RATINGS 

• • • • Must see 

• •• Excellent 

• • Good 
• Mediocre 

o Read u Buok 

The Moth man I’kopiikcies 
Screen Ccmv 2(102. I P* min%. Director: Marl* 
I'Hlini'lun. With: Rkhanl (irrr. I *mra I innt s 
Hill PaltiM. 

THE MOTHMAN PROPHE¬ 
CIES is a flat, unconvincing movie 
that is trapped somewhere in the 
no-man's land labeled "based on a 
true story." Its main reason for ex¬ 
isting is to chronicle a series of 
close encounters between the folks 
of a West Virginia town and an 
eerie, moth-like, human-sized 
creature of unknown origin. 

To make the story more com¬ 
mercially viable—an important 
consideration when you’ve got 
pricey talent on-board—a fiction¬ 
al through-line has been added, 
concerning a Washington reporter 
(Richard Gere) who goes to West 
Virginia to solve the enigma of his 
wife’s premature death. Aiding 
him in is quest is the insightful, 
stunningly blonde police chief of 
the town (Laura Linney). A coy 
romance develops between the 
two as they probe the mysteries of 
a walking, talking moth that can 
predict the future. I was just as en¬ 
gaged in trying to fathom how an 
insightful, stunning blonde ended 
up as the police chief of a West 
Virginia town. 

The film is competently con¬ 
ceived and executed. The bridge 
collapse at the end is more than 
that—a rigorously orchestrated 

cascade of escalating causes and 
effects that James Cameron would 
approve of. Unfortunately, the se¬ 
quence is the most believable, and 
frightening, thing in the movie. 
Because the audience has no idea 
what’s been accurately recreated 
and what’s been made up. THE 
MOTHMAN PROPHECIES ends 
up as a movie without either the 
haunting resonance of pure truth 
or the visceral punch of pure fic- 

• Drums kli-iniitun 

Queen ok the Damned 
Warner*, 2002, 101 min*, Dlrrclufi Mirharl 
Hymer. ttith: Stuuri Tir»n*rnil, Aaliyah, Mar* 
gurritr Mitrrau, V inrcnl Prrei. 

Director Michael Ryliter's ver¬ 
sion of the Anne Rice novel suc¬ 
ceeds and fails. The film works as 
a big budget vampire movie, but 
doesn’t elicit the strength of 
Rice's fantasies. Complex and in¬ 
terwoven relationships are drasti¬ 
cally simplified; important char¬ 
acters like Maharet just seem to 
appear when needed; and the an¬ 
cient Talamasca. an organization 
that probably influenced Buffy’s 
Watchers, is only used to intro¬ 
duce a Lestat-obsessed Jesse 
Reeves, played by Marguerite 
Moreau. The brooding, renegade 
vampire Lcstat (Stuart Townsend 
in the Tom Cruise role) reawakens 
in the twenty-first century and de¬ 
cides to become a rock star. Lestat 
revels in revealing the world of 
vampires to humans, while simul¬ 
taneously angering the ranks of 
the undead. As expected, they rise 
up against him. 

The late Aaliyah was cast as 
the god-like Queen Akasha. the 
mother of all vampires. The ac¬ 

tress imbues the character with a 
nasty, feline quality. 

• • Dun Sciippi'mlti 

ROI.I.EKBAI.I. 
\in\r 1002, OR mins. Dirt'ttur: John MrTirrnan, 
Hill*: C’bri* Kirin. IranKeim, l.l. Cool J, Kebreca 
Himnjn-NLuiniv 

Director John McTicman’s re¬ 
make of the 1975 film is a disap¬ 
pointing action/adventure that 
MGM trimmed to avoid an R-rat¬ 
ing. In the opening shots. 
Jonathan, played by Chris Klein, 
is introduced as a lunatic, taking 
part in a senseless luge race down 
the slopes of San Francisco. The 
sequence is so harrowing that 
once Jonathan is recruited into the 
Rollerball ranks and takes off for 
Central Asia, the danger level nev¬ 
er seems as high. 

Since the story is set in con¬ 
temporary times, the science fic¬ 
tion elements are only that TV 
ratings are instantaneous. Instead 
of the world dominating corpora¬ 
tions of the original, a slick pro¬ 
moter stages the violent Roller- 
hall contests in a former Soviet 
Republic. Of course, corporate 
greed raises it’s head—as die vio¬ 
lence. ratings, and gambling prof¬ 
its grow, so do the deadly strong- 
arm methods used to keep the 
players in line, if not necessarily 
alive. 

The film has a direct-to-video 
feel. The expansive arenas of the 
1975 film have been replaced hy a 
congested set of loops and grades 
that necessitate quick cuts and 
blurred camera moves to deliver 
action sequences that seem more 
montage than straightforward nar¬ 
rative. o Dim SiiippiTiilli 

Fred’s Legacy 
Fred Clarke was a genius. He 

knew about the tri-genres of sci¬ 
ence fiction, fantasy, and horror, 
and. man. he knew how to publish 
it. He knew about magazine page 
layouts—how to balance pictures 
around text, and text around pic¬ 
tures. CilU’fantastique's fate is 
now in question. Will ii stay 
afloat? Or will it sink? Can the 
new heads of the company make 
the same magic that Clarke did? 

I’ve noticed in the new issues 
that the pictures aren’t balanced 
around the text. I hate how you 
outline each picture and textbox 
with a thin black border. Adding 
insult to injury, your pictures are 
eyesores—they’re the same, terri¬ 
ble. excessively bright, oversized 
photos you find in pop pulp like 
Entertainment Weekly and Ere- 
tniere. CFQ isn’t about “pop" cul¬ 
ture. it’s about dark, unique, dar¬ 
ing. underground, sometimes 
low-budget filmmaking. I hate to 
see a quality periodical turning its 
hack on its own identity. CFQ had 
character, with its consistently 
good writing, slightly dark, be¬ 
hind-the-scenes photographs, 
oddly-colored, yet beautiful, 
background pages, and little or 
NO ADVERTISING (which con¬ 
tributed to it being overpriced, 
which, hy the way, I didn't mind 
one bit). 

I have been loyal: by subscrib¬ 
ing regularly, by ordering back is¬ 
sues (which are truly a delight), 
and (last hut not least) by careful¬ 
ly reading the articles and admir¬ 
ing the artistry that went into each 
page. All along. I made a terrible 
assumption: that Frederick S. 
Clarke would live for a very long 
time. I never wrote him to tell him 
he was doing a good job. But l 
should have, because it could’ve 
made a difference in his life. 

He sure as hell made a differ¬ 
ence in mine. 

Joey P. Jones 
BARBAN65@AOL 

(Dan Persons replies: “Entertain¬ 
ment Weekly/? No need to get in¬ 
sulting. huh. 

Seriously, living up to Fred 
Clarke's enthusiasm and perfec¬ 
tionism is a daunting task. Para¬ 
doxical as it may sound, I'm 
grateful for readers like you who 
stick hy us ami bother to let us 
know when vre go off-track. Every 
magazine needs to evolve, hut. in 
spirit. CFQ remains very much 
Fred's hahv. Thanks to you. we'll 
work never to forget that.} 



VOL 1 NO t 
"Rasputin on Film* surveys 14 lilms 
based on the hie of Rasputin from 
1917 through 1971; The disappear' 
ance of THE DAMNED. CATCH-22 
BENEATH THE PLANET OF THE 
APES. THE DUNWICH HORROR, 
THE BIRD WITH THE CRYSTAL 
PLUMAGE. COLOSSUS: THE FOR* 
BIDDEN PROJECT SCREAM AND 
SCREAM AGAIN, EUGENIE, and 
LATITUDE ZERO $30.00 

VOL 1 NO 2 
“The History and Technique of Fan¬ 
tasy Film Animation,* Part 1 dealing 
with animation special FX from the 
construction ol the armature to final 
composites; DRACULA 1971. a pre¬ 
view ol the Chnstopher Lee lilm later 
released as COUNT DRACULA, and 
Fred Clarke on HOUSE OF DARK 
SHADOWS Also, TASTE THE 
BLOOD OF DRACULA. BROTHER¬ 
HOOD OF THE BELL. THE VAM¬ 
PIRE LOVERS. THE BODY STEAL 
ERS, DORIAN GRAY. COUNT 
YORGA, and TRQG $10 00 

VOL 1 NO 3 
“Oriental Fantasy from Daief sur¬ 

veys the lantasy films of the Japan¬ 
ese production company; POR¬ 
TRAIT OF JENNY retrospective 
looks at one of the most exquisite 
lantasy lilms of all time. Albert S. 
D Agostmo. art director of many 
genre films, eulogized, Rouben 
Mamouhan interviewed on DR 
JEKYLL&MR HYDE (1932) S20.00 

VOL 1 NO 4 
The Five Faces ol George Pal * ca¬ 

reer article on the great science hefron 
movie maker, concentrating on his ear¬ 
ly roots in Puppetoon animation; a sur¬ 
vey of the ABC Movie of the Week, 
proving that the genre B movie is alive 
and well and playing on TV $30 00 

VOL 2 NO 1 
The History and Technique of Fan¬ 

tasy Film Animation" Part 2 by Mark 
Woll; interview with director Paul 
Wendkos on THE MEPHISTO 
WALTZ; director Alan Gadney on film¬ 
ing MOONCHILD: pictorial report on 
filming DRACULA A D 72 at Hammer, 
FLESH GORDON preview $30.00 

VOL 2 NO 2 
PLANET OF THE APES Special 

Issue; interviews of cast and crew, 
including Arthur P Jacobs, Pierre 
Boulle, Franklin J Schalfner. Rod 
Sorting, Charlton Heston, Maurice 
Evans, others Bruce Dern and 
Douglas Trumbull on SILENT RUN¬ 
NING; Peter Cushing interviewed 
on the set of DRACULA A D 72; di¬ 
rector Robert Fuersl and Vincent 
Price on DR PHIBES RISES 
AGAIN $30.00 

VOL 2 NO 3 
An INVASION OF THE BODY 

SNATCHERS retrospect and inter¬ 
view with director Don Siegel: direc¬ 
tor George Romero discusses THE 
CRAZIES and filming NIGHT OF 
THE LIVING DEAD; Dan O'Bannon 
on special effects and filming DARK 
STAR, Christopher Lee and produc¬ 
er Anthony Nelson Keys on the for¬ 
mation of Charlemagne Productions 
and filming NOTHING BUT THE 
NIGHT $20,00 

VOL 2 NO 4 
Producer Milton Subolsky on Ami¬ 

cus wilh preview ol AND NOW THE 
SCREAMING STARTS and VAULT 
OF HORROR; fantasy films of director 
Jacques Touneur (CURSE OF THE 
DEMON) including a posthumous in¬ 
terview; photo report on Hammer s 
FRANKENSTEIN & THE MONSTER 
FORM HELL with David Prowse and 
Terence Fisher, penis of an extra lor 
SOYLENT GREEN $20,00 

VOL 4 NO 4 
THE DAY THE EARTH STOOD 

STILL retrospect with comprehensive 
interviews: report on Tyburn Films ol 
England including interviews with the 
producer/director team ol Kevin and 
Freddie Francis also includes an il¬ 
lustrated look at the battle to remake 
KING KONG, and the filming of TO 
THE DEVIL A DAUGHTER $10 00 

QOOOQOOQ Q Q QOQQQQQQQQOQQOQOQQ Q qN 

CtCfANTASTIQUE 
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BACK ISSUES 
SEE WHAT YOWE BEEN NISSIN6I 

When it comes to Horror, Fantasy and Science Fiction film magazines, CFO is 

the original and still the best! For a limited time, we've marked down many 

of our popular back issues from $2 to S20 off* their regular list prices! 

( Price listed already reflects discount.) Issues on sale have been riightight- 

ed in BLUE and will only remain discounted until July 1,2002. 

So HURRY! Quantities are limited! 

VOL 5 NO 4 
THE WAR OF THE WORLDS retro* 

spect with comprehensive interviews; 
Jim Danforth on KING KONG and his 
resignation from Itie A M P A S., photo 
report on George Lucas' STAR WARS, 
preview of SINBAD AND THE EYE OF 
THE TIGER $6.00 

VOL 9 NO 1 
ALIEN; Behind the Scenes, includ¬ 

ing interviews with Ridley Scott. 
H.R.Giger and producer Walter Hill; 
the filming ol SATURN 3; reports on 
STAR TREK-THE MOTION PIC¬ 
TURE. THE BLACK HOLE and THE 
EMPIRE STRIKES BACK $$ 00 

VOL 6 NO 2 
Ray Harryhausen on special ef¬ 

fects and SINBAD AND THE EYE 
OF THE TIGER, David Allen on film¬ 
ing special effects lor THE CRATER 
LAKE MONSTER; producer Paul N. 
Lazarus 111 on filming CAPRICORN 
ONE; producer Jerome Zeitman on 
DAMNATION ALLEY. 

VOL 7 NO 3/4 
Making CLOSE ENCOUNTERS 

OF THE THIRD KIND; Includes: in¬ 
terviews with Steven Spielberg; the 
artists responsible tor alien makeups, 
both discarded and used; special ef¬ 
fects supervisor Douglas Trumbull 
and 12 members of hrs Future Gen¬ 
eral 'earn on the visual effects Plus 
THE SHINING and MESSAGE 
FROM SPACE 

VOL 8 NO 1 
Preproducing THE PRIMEVALS. a 

took at David Allen s science fiction 
epic, to be lilmed in dimensional ani¬ 
mation and Panavision; author 
Stephen King on the film versions of 
THE SHINING and SALEM'S LOT, 
Dan O'Bannon on filming ALIEN; 
George Romero on directing DAWN 
OF THE DEAD. W D. Richter on 
scnptmg INVASION OF THE BODY 
SNATCHERS remake 

VOL 8 NO 4 
Director Richard Donner on his 

tight lo make SUPERMAN more 
than a rehash ol the BATMAN TV 
show: the tacts behind the collapse 
of Jim Danforth's dream project. 
TIMEGATE, making slop-motion ef¬ 
fects on a modest budget for PLAN¬ 
ET OF THE DINOSAURS, compari¬ 
son of ALIEN to 8 films of the 
1950 s, Albert R Broccoli, Lewis 
Gilbert and Ken Adam on MOON- 
RAKER; filming THE BLACK HOLE 
at Wall Disney. $5.00 

VOL 9 NO 2 
Filming Stephen Kmg‘s SALEM'S 

LOT for television, including inter¬ 
views with producer Richard Kobntz 
and dtreclor Tobe Hooper, a full-col¬ 
or production article on the release 
of STAR TREK-THE MOTION PIC¬ 
TURE; preview of Walt Disney's 
THE BLACK HOLE, including inter¬ 
views with producer/studio chiel 
Ron Miller and director Gary Nel¬ 
son; article on Ray Harryhausen's 
CLASH OF THE TITANS 

VOL 9 NO 3/4 
The making ol THE BLACK HOLE, 

including interviews with more than 
20 Disney actors, artists, engineers 
and technicians, plus abandoned pre- 
production concepts by noted space 
artist Robert McCall; biography of of 
Peter Ellenshaw, production design¬ 
er. Review of STAR TREK-TMP plus 
a best of decade recap $ 15.00 

VOL 10 NO 1 
In-depth interview with John Car¬ 

penter, discussing his career from him- 
ing DARK STAR as a student at U,S,C. 
to the success of HALLOWEEN and 
THE FOGr plus a look at Carpenter's 
teen-age career as a publisher of hor¬ 
ror fanzines and amateur lillmmaker, 
revealing photo preview ol newcomer 
D.D, Winters in TANYA'S ISLAND; crit¬ 
ical analysis of minisenes adaptation of 
THE MARTIAN CHRONICLES $6.00 

VOL 10 NO 3 
Ray Harryhausen, Charles H 

Schneer. and screenwriter Beverly 
Cross on CLASH OF THE TITANS 
storyboards, behind-the-scenes shots, 
animation tests, color composiles. and 
a rare photos. Rick Baker. Willem Fin- 
Icy. Kevm Conway and Mort Rabi- 
nowitz on Tobe Hooper's FUN- 
HOUSE; Joe Dante's THE HOWLING 
and the boom in werewolf films $6.00 

VOL 10 NO 4 
A look audacious young director. 

David Cronenberg, the low-budget 
shockers that made him famous and 
his latest project, SCANNERS, direc¬ 
tor Jeannot Szwarc on romantic lan¬ 
tasy in SOMEWHERE IN TIME; 
Robert and Richard Greenburg on 
creating a “new look” in movie pro¬ 
motions and Idle sequences lor 
ALIEN and SUPERMAN: CONAN 
preview. Stephen King update $6,00 

VOL 11 NO 1 
The amazing 35-year career of 

Dick Smith, creator of makeup ef¬ 
fects tor THE EXORCIST and AL¬ 
TERED STATES. Rob Boltin's trans¬ 
formation makeup lor THE HOWL¬ 
ING; Rick Baker and John Sayles on 
E.T., a CE3K semi-sequel; Peter 
Hyams on OUTLAND; future pro¬ 
jects by Jack Arnold 

VOL 11 NO 3 
An exclusive report on CONAN 

THE BARBARIAN, 16 in-depth inter¬ 
views including director John Milius, 
production designer Rob Cobb, 
Arnold Schwarzenegger and James 
Earl Jones; preview of Rick Baker's 
makeup for AMERICAN WERE¬ 
WOLF IN LONDON, the filming of 
WOLFEN; HEARTBEEPS prepro- 
duction, why the HOWLING'S make¬ 
up effects came together at the ven- 
table last minute 

VOL 11 NO 4 
First part ol the Ray Harryhausen 

retrospective, the detinilive story of 
his life and work beginning with his 
childhood and earliest experiments 
with filmmaking through the release 
of SEVENTH VOYAGE OF SINBAD 
crammed with rare photos and ex¬ 
clusive inside information; the 
WORKS, computer animation's next 
step; behind the scenes at SWAMP 
THING; a look at the remake ol the 
Jacques Tourneur s classic C AT PEO- 
PLE. $5.00 

VOL 12 NO 1 
The filming ol GHOST STORY, in¬ 

cluding interviews with director John 
Irvin, screenwriter Lawrence Cohen 
and visual effects supervisor Albert 
Whitlock Makeup arltst Dick Smith 
unveils his senes ol ghastly appari¬ 
tions. profile of GHOST STORY au¬ 
thor Peter Straub, also THE HAUNT¬ 
ING OF JULIA, and a behind-the- 
scenes look at the sophisticated ro¬ 
bots ol HEARTBEEPS $6.00 

VOL 12 NO 2/3 
Incredible CONAN THE BAR¬ 

BARIAN double issue, 50 pages de¬ 
voted lo one of the most ambitious 
Sword & Sorcery epics of all time, 
with hundreds ot photos and behind- 
the-scenes information, including in¬ 
terviews with director John Millius, 
and production designer Ron Cobbi, 
on-set report for VIDEODROME; 
preproduction ol CREEPSHOW, 
William Munns on creating the make¬ 
up for SWAMP THING $20.00 

VOL 12 NO 4 
Making of CAT PEOPLE, director 

Paul Schrader's remake of the clas¬ 
sic horror Itlm. including interviews 
with the director, screenwriter Alan 
Ormsby. makeup artists Tom and El¬ 
lis Burman, cat trainer Ron Oxlley 
and others; a retro on Jacques 
Tourneur's original CAT PEOPLE; a 
straight talk with Nicholas Meyer on 
directing STAR TREK II; preproduc¬ 
tion ot Disney's IRON, THE ELEC¬ 
TRIC GRANDMOTHER, and John 
Carpenter s THE THING $5.00 

VOL 12 NO 5/6 
Issue-length stones on the making 

of both STAR TREK 11 THE WRATH 
OF KHAN and an tn-deplh look at 
BLADE RUNNER'S dazzling design 
and effects work, including inter¬ 
views with Ridley Scott, Lawrence G 
Pauli and others Exhaustive cover¬ 
age of STAR TREK II including the 
brilliant effects work ol ILM 

STAR TREK cover §12,00 
BLADE RUNNER cover $30.00 

VOL 13 NO 1 
The making of CREEPSHOW, in¬ 

cluding interviews with the three 
scariest men in Hollywood; author 
Stephen King, director George 
Romero and makeup artist Tom 
Savin!: a preview of SLAPSTICK, 
Steven Paul’s $4 million adaptation 
ot Kurt Vonnegufs best-seller; ex¬ 
posing the secrets ot introvision; a 
talk with makeup artists Craig Rear¬ 
don and Robert Short on their unher¬ 
alded work on E.T,—THE EX¬ 
TRATERRESTRIAL 

VOL 13 NO 2/3 
Four issue-length stones in one1 

Exclusive coverage ol Rob Boltin s 
startling makeup etlects tor THE 
THING, illustrated with never-be¬ 
fore-seen storyboards and dia¬ 
grams; the making of Steven Spiel¬ 
berg's ET, including interviews 
with the alien's creator Carlo Ram- 
baldi, ILM etlects supervisor Dennis 
Muren and "little person" Pat Bilon: 
preview of Peter Yates's work on 
the sorcery adventure, KRULL; 
filming the razzie dazzle special ef¬ 
fects of Steven Spielberg and Tobe 
Hooper's POLTERGEIST, including 
interviews with makeup artist Craig 
Reardon and physical effects su¬ 
pervisors Mike Wood and Steve 
Jarvis. 

THE THING cover $12.00 
THE KRULL cover $12 00 

VOL 13 NO 4 
Complete story behind THE DARK 

CRYSTAL, fealureing rare interview 
with Jim Henson and a review of his 
career* Also, THE HUNGER. RE¬ 
TURN TO OZ. plus interviews with 
make up artist Dick Smith, stop-mo¬ 
tion animator David Allen and novel¬ 
ist Whitley Strieber, Also, review of 
David Cronenberg's VIDEODROME 
and Rick Baker's FX. $6.00 

VOL 13 NO 6/VOL 14 NO 1 
This exciting double 

issue features the 3-D 
explosion ot 1983. In¬ 
cludes effects coverage 
Ol SPACEHUNTER. 
JAWS 3-D, and 
METALSTORM. a de¬ 
tailed analysis of 3-D's 
history and future Plus 
a provocative preview 
of CHRISTINE and a 
look at Don Blulh's 
DRAGON S LAIR 

3-D EXPLOSION 
cvr $12.00 

SPACEHUNTER 
cvr $12.00 
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VOL 14 NO 2 
The hires of David Cronenberg 

Behind-lhe-scenes coverage of THE 
DEAD ZONE, including interviews 
with Cronenberg, aclor Martin 
Sheent cinematographer Mark Irwin 
and production designer Carol Spi¬ 
er Also, filming of VIDEQDRGME, 
including mierview with makeup 
whiz Rick Baker; filming the special 
effects lor Douglas Trumbull's 
BRAINSTORM el I eels lor THE 
RIGHT STUFF; Don Blulh s SPACE 
ACE $6,00 

VOL 14 NO 3 
In-depth retrospective of Wall Dis¬ 

ney and Jules Verne's classic, 
20,000 LEAGUES UNDER THE 
SEA, featuring interviews with Ihe 
film's director, Richard Fleischer; and 
its stars, Kirk Douglas. James Mason 
and Peter Lorre, filming CHRISTINE, 
including talks with Stephen King, 
mechanical eftecls expert Roy Arbo- 
gast and many olhers: on-lhe-set 
preview of Mark Lester's 
F1RESTARTER. critical analysis of 
post-armageddon films, including 
THE DAY AFTER 

VOL 14 NO 4/5 
Mammoth production article on 

the filming DUNE, plus a retrospect 
ol David Lynch's ERASERHEAD, 
STAR TREK III, CONAN THE DE¬ 
STROYER, FIRESTARTER, THE 
PHILADELPHIA EXPERIMENT, 
SCREAM FOR HELPRETURN TO 
02, STREETS OF FIRE, SPLASH, 
CHILDREN OF THE CORN, and FRI¬ 
DAY THE 13TH PART IV 512,00 

VOL 15 NO 1 
A look at computer animation’s 

more formalive period. Ihis issue fea¬ 
tures THE LAST STARFIGHTER. 
This groundbreaking film used com¬ 
puter-generated images rather than 
the more industry-standard modeling 
techniques, paving the way tor to¬ 
day's ubiquitous and dazzling CGI 
sequences 

DEAD CALM (19: 

4 

BABE: PIG INTHE CITY 
(29:10, 30:7/8. 30:9/10, 

30:11,30:12, 31:3) 

VOL 15 NO 2 
Animation rotoscoping is the 

process pioneered by Peler Kuran. a 
one-lime STAR WARS apprentice 
now with his own company which 
has honed the process to the keen 
visual effects featured in DREAM- 
SCAPE Also featured in this issue is 
the production ol Tim Burton s short 
feature FRANKENWEENIE which 
pays homage to James Whale's lilm 
but this time the title character is ca¬ 
nine 56.00 

VOL 15 NO 3 
The story behind Tobe Hoop¬ 

er's LIFEFORCE. his first film 
since directing POLTERGEIST lor 
Steven Spielberg; the filming of 
RETURN TO OZ, including the 
dazzling claymation effects pro¬ 
duced by Will Vinton; plus an ex¬ 
amination ot two low-budget genre 
pictures that turned out to be 
1984 s big sleepers—Wes 
Craven's NIGHTMARE ON ELM 
STREET and James Cameron s 
THE TERMINATOR, with conver¬ 
sations with both ol these versatile 
directors 

VOL 15 NO 4 
Behind-the-scenes with the summer 

of B5s off-beat /ombre hit RETURN OF 
THE LIVING DEAD, an unoflnal sequel 
to George Romero s famed cutt classes 
Also featured is an insightful retrospect 
on the zombie him through the ages plus 
coverage ol FRIGHT NIGHT and CLAN 
OF THE CAVE BEAR 56.00 

VOL is NO 5 
Director Ridety Scolt (BLADE 

RUNNER. ALIEN) teams up with 
makeup master Rob Botlin (THE 
THING) to present LEGEND, what 
our reviewer terms The most exquis¬ 
ite fantasy ever filmed.,*p Scott's fan¬ 
tasy extraordinaire features some fa¬ 
miliar faces with RISKY BUSINESS s 
Tom Cruise and ROCKY HORROR'S 
Tim Curry. Also included in this spec¬ 
tacular issue is Wolfgang (THE NEV- 
ERENDING STORY ) Petersen s sci¬ 
ence fiction epic/racial parable, ENE¬ 
MY MINE 

VOL 16 NO 2 
HIGHLANDER is the centerpiece 

ol Ihts stellar issue Coverage of this 
epic includes interviews with Mule- 
ahy, Sean Connery. Christopher 
Lambert and makeup artist Bob 
Keene 

VOL 17 NO 1 
Detailing of Ihe UTILE SHOP OF 

HORRORS phenomenon—from 
Roger Gorman's '60s B-film to Frank 
Oz’s big-hudgel blockbuster Inter¬ 
views with Gorman, wnter Charles B 
Griffith, Howard Ashman, the horror 
him fan who molded the off-Broadway 
hit, actress Ellen Greene and effects 
wizard Lyle Conway 

VOL 17 NO 2 
A fond 20th Anniversary salute to 

the original STAR TREK TV senes. 
Stories on Roddenberry. composer 
Alexander Courage, and the makeup 
wizard who created the ears lor Spock 
and a pantheon ol other ETs. Also 
features interviews with me cast and 
crew, discussing the senes in light of 
the sequels that followed 

VOL 17 NO 5 
A step-by-step chronology ol Lyle 

Conway's amazing creation of Au¬ 
drey II for Frank Oz's LITTLE SHOP 
OF HORRORS, along with a career 
profile of Conway since childhood. 
Director Frank Oz speaks on the diffi¬ 
culties ol combining the elements of 
fantasy, musicals and effects and on 
his controversial decision to ex¬ 
change the film's downbeat ending to 
a "happily ever alter" one 

VOL 18 NO 1 
From the makeup of Rob Bottin to 

the effects work of Phil Tippett, this 
issue lakes a look at the making ot 
ROBOCOP Included are interviews 
with director Paul Verhoeven. pro¬ 
ducer Jon Davison and others Also 
the etfecl ot the literary field of “cy- 
berpunk"on the look of science lic- 
tion movies is examined 

VOL IS NO 2/3 
Special double issue spotlights the 

MOVIE POSTER ARTISTS OF THE 
‘50s and their remarkable work in 
creating looks that were often better 
than ihe films they advertised Over 
60 colorful pages ot art and profiles 
and interviews with the artists I hem- 
selves, Also featured is Italian auleuf 
Dano Argento's OPERA 

VOL 18 NO 4 
Swiss surrealist HR Giger is the 

subject ol Ihis issue which profiles his 
film work since ALIEN and also lakes 
a look al alt Ihe Giger rip-offs that 
have come down the pike. The artist 
is interviewed m his studio/home in 
Switzerland and speaks frankly about 
his past expenences and optimistical¬ 
ly about his latest film work—THE 
MIRROR,, also FRIDAY THE 
13TH-PART VII 56.00 

VOL 18 NO 5 
The making of PHANTASM 

II and a look back at the origi¬ 
nal film which foreshadowed 
Ihe success of Wes Craven s A 
NIGHTMARE ON ELM 
STREET, Wes speaks out on 
why he bid goodbye to the 
popular ELM STREET senes 
in the wake ot a third sequel. 
Also ROBOJOX. BEETLE- 
JUICE, FRIDAY THE 13TH 
-PART VII, OUTER HEAT and 
CHILD S PLAY are covered 

$6,00 

VOL 19 NO 1/2 
This special double issue 

features a look back over the 
distinguished genre film career of 
actor Vincent Price, who has 
thrilled and chilled us wilh his bril¬ 
liant portrayals. Also included is a 
retrospect on THE BLOB (1958), 
along with a production article on 
Ihe 1989 remake Also John Car¬ 
penter s THEY LIVE $13.00 

VOL 19 NO 3 
This popular issue featuring 

STAR TREK: THE NEXT GENER¬ 
ATION provides an in-depth criti¬ 
cal overview of the first year Also 
includes a behmd-lhe-scenes look 
at the creative power structure that 
evolved during Ihe show's first 
season and the reasons behind 
the somewhat large turnover in tal¬ 
ent 56.00 

VOL 19 NO 4 
BRAZIL director Terry Gilliam’s 

fantasy ©pic. THE ADVENTURES 
OF BARON MUNCHAUSEN is fea¬ 
tured m deplh. Behmd-lhe-scenes 
coverage highlights interviews with 
Gilliam and other pnncipals. who de¬ 
scribe Ihe rocky road to Ihe film’s 
completion and explain how the bud¬ 
get sky-rocketed to a whopping $45 
million 

VOL 19 NOS 
The James Bond adventure LI¬ 

CENCE TO KILL is the cover story 
of Ihis dynamic issue Timothy Gal¬ 
lon is the new leading man, flanked 
by Bond girl Carey Lowell Their 
breath taking adventures are chroni¬ 
cled in this behind-the-scenes pro¬ 
file Also a dazzling Bond retro¬ 
spective, and EARTH GIRLS ARE 
EASY, starring Geena David. Jim 
Carey, and Julie Brown 

VOL 20 NO 1/2 
The record-breaking BATMAN 

and ils director Tim Burton are the 
focus of this double issue Included 
are profiles of those directly in¬ 
volved The story behind Burton's 
BEETIEJUICE. crammed with pho¬ 
tos, effects stones and a filmogra¬ 
phy of the director Phil Alden Robin¬ 
son on directing FIELD OF 
DREAMS $20.00 

VOL 20 NO 3 
TALES FROM THE CRYPT — 

HBO’s senes based on the EC horror 
comics of the early '50s is loatured 
Included are interviews with the se¬ 
ries’ big-name directors and cover¬ 
age ol the special effects needed to 
turn comics into television Other sto¬ 
nes cover THE ABYSS. EARTH 
GIRLS ARE EASY, and BEAUTY 
AND THE BEAST 

VOL 20 NO 4 
Margaret Atwood s chilling, cau¬ 

tionary novel The Handmaid's Taie 
came to the screen with Natasha 
Richardson. Robert Duvall and Faye 
Dunaway, directed by Volker Schlon- 
dort This issue features interviews 
with Atwood. Schlondorf. Richardson 
and crew Also THE HUNT FOR RED 
OCTOBER and ROBOCOP 2. S6.0O 

VOL 20 NO 5 
The story of Paul Blaisdell. Holly¬ 

wood's forgotten monster-maker 
Blaisdell worked for independent 
'50s producers like Roger Corman. 
using his ingenuity and imagination 
to create bug-eyed aliens and the fa¬ 
mous She-Creature—some of the 
best-known movie monsters ever 
conceived Low-budget special ef¬ 
fects at Iheir best 

VOL 21 NO 1 
From the Houston-based sel of 

ROBOCOP 2, our writer provides an 
in-depth look at the often rocky road 
lo bringing to the screen Ihe sequel 
to Verhoeven s science fiction hit. Al¬ 
so reclusive actor/producer/ director 
Warren Beatty s lalenled crew of ac¬ 
tors and filmic craftsmen on the mak¬ 
ing of DICK TRACY 

DICK TRACY cover $6,00 
ROBOCOP 2 cover $6,00 

VOL 21 NO 4 
Stephen King—all-time horror 

master-and MISERY. Ihe Academy 
Award-winning movie based on his 
book In a far-reaching assessment 
of King movie projects Gary Wood 
reviews the hits and misses ol Holly¬ 
wood's attempts at filming King s 
books, including PET SEMATARY, 
THE DARK HALF, and more 

PET SEMATARY cover $6.00 
MISERY cover $10,00 

VOL 21 NO 5 
This issue is devoted lo Arnold 

Schwarzenegger's forays into the sci¬ 
ence fiction genre, including cover¬ 
age of Paul Verhoeven s TOTAL RE¬ 
CALL and the hell of filming Mars 
down in Mexico, plus a look al the ro¬ 
bot thal can't be stopped, with James 
Cameron directing TERMINATOR 2, 
Ihe sequel to his 19B4 hil 

VOL 22 NO 2 
A look back at Ihe fourth season of 

STAR TREK NEXT GENERATION 
Contains an informative guide to the 
fourth season s episodes Plus a look at 
the menls ol James Cameron's mega¬ 
bit TERMINATOR 2 and Tim Burton's 
views on BATMAN RETURNS. $6.00 

VOL 24 NO 2 
Exhaustive coverage of JURAS¬ 

SIC PARK, plus ILM s groundbreak¬ 
ing computer graphics Olher prehis¬ 
toric movies like CARNOSAUR, 
PREHYSTERIA. plus a look at 
ROBOCOP 3 and THE ABYSS 

JURASSIC cover $6,00 
ROBOCOP 3 cover $8.00 

VOL 24 NO 6/VOL 25 NOI 
Our commemorative look al the 

comic book phenomenon ol Ihe myth¬ 
ic hero's incarnation in lilms and on 
television Also included »s an episode 
guide that marks the highlights of ihe 
120 hall-hour Adam West shows. Al¬ 
so behind-the-scenes of BATMAN 
MASK OF THE PHANTASM 

BATMAN TV cover $12.00 
BATMAN CARTOON cover SI 2.00 

VOL 25 NO 2 
The amazing computer graphics 

of BABYLON 5 Plus coverage of 
the filming of Stephen King s TV 
horror masterpiece, THE STAND 
and a look inside Ihe King horror 
empire Also reports on GHOST IN 
THE MACHINE. SKINNER, WOLF 
and ED WOOD 

BABYLON 5 cover $6.00 
THE STAND cover $6,00 

VOL 25 NO 3 
2001 retrospect, with special el- 

feels expert Douglas Trumbull look¬ 
ing back on this science fiction mas¬ 
terpiece. the landmark visual effects 
and his expenences working with di- 
rector Stanley Kubnck Plus Ihe film¬ 
ing of THE FLINTSTONES—from the 
eftecls ol Jim Henson's Creature 
Shop to ILM's CGI dinosaurs 

F LIN STONES cover 56.00 
2001 RETRO cover $8.00 

VOL 25 NO 5 
Making of Tim Burton's ode to a 

different kind ol filmmaker, the worst 
director of all lime. Ed Wood Plus 
the seventh STAR TREK movie, 
GENERATIONS, Ihe arresting CGI 
etfecls used by director Peter 
Hyams in TIMECQP. and STAR- 
GATE, the $55 million epic science 
fiction film Si 0Q 

STUART LITTLE 
(31:4. 31:9. 31:10) 

VOL 26 NO 2 
STAR TREKs Nexl Generation leans 

Hj wilh Iho Classc cast rlheir ftreMheaitv 
rat release. GENERATIONS Robert H 
Jietman remcirttets Gene Roddenberry 
STAR TREK VOYAGER continues as 
Kate Mulgiew steps in as the new 
Staifleet captain Plus, an interview with 
Chre Carter X-FILES drodor 

VOL 26 NO 4 
The low-bud get success story ot 

Charles Band, founder of Full Moon 
video, including coverage of Band ti¬ 
tles CASTLE FREAK and JOSH KIR 
BY TIME WARRIOR Also. Director 
Joel Schumaker on making BATMAN 
FOREVER, and a look at CONGO, 
MORTAL KOMBAT THE MOVIE. 
JUDGE DREDD and CASPER $6.00 

VOL 26 NO 5 
London correspondent Alan 

Jones provides this issue's cover 
story on JUDGE DREDD, Danny 
Cannon’s $80 million future-world 
based on the Brilish comic book 
icon. Plus, excellent m-deplh cover¬ 
age Ol WATERWORID. POCAHON¬ 
TAS WHITE DWARF and Stephen 
King's THE LONGOLIERS $6,00 

VOL 26 NO 6 / VOL 27 NO 1 
In our special X-FILES double is¬ 

sue, Paula Vitans provides a detailed 
episode guide to the popular TV 
show's lirsl two seasons, interviews 
with the series' creator Chns Carter 
and his staff, and a behind-the-scenes 
took at nearly every facet of production 
Also LORD OF ILLUSIONS $12.00 

VOL 27 NO 3 
This issue tea lures Pierce Bros- 

nan as the new James Bond in 
GOLDENEYE plus behind-the- 
scenes interviews with the cast and 
crew who helped to make ihe 007 
hit Also read about DRAGON- 
HEART, CITY OF LOST CHIL¬ 
DREN. THE SECRET OF ROAN 
INISH and preproduclion on 
TWELVE MONKEYS 



VOL 27 NO m 
Resident TREK expert. Dale 

Kuizera, provides his behind-the- 
scenes report on the filming of VOY¬ 
AGER and DEEP SPACE NINE, 
with episodes guides, the scoop on 
the replacement of Genevieve Bu- 
|old by Kale Mulgrew. cast interviews 
and a look at design, makeup and 
special effects $12.00 

VOL 27 NO 8 
Renowned Italian horror meister 

Dario Argento's latest shocker THE 
STENDHAL SYNDROME, and the 
tatenled artists and craftsmen be¬ 
hind Argento's twisted shock and 
makeup effects Also included is our 
coverage of the filming of THINNER 

DARIO ARGENTO cover $6.00 
50 POWER SCLFI cover $6.00 

VOL 27 NO 6 
Behind-the-scenes coverage of 

Terry Gilliam's hit movie, TWELVE 
MONKEYS, including interviews 
with screenwriters Janet and David 
Webb Peoples and a profile of Terry 
Gilliam Plus, we go on the set of the 
epic alien-invasion blockbuster. IN¬ 
DEPENDENCE DAY. created by 
the the makers of STAR- 
GATE S6.O0 

VOL 27 NO 7 
Our in-depth SPECIES issue fea¬ 

tures an interview with the Oscar- 
winning Swiss surrealist. H R Giger 
at his Zurich studio. Also, the inside 
story on the making of SPECIES, 
with its hard-fought artistic compro¬ 
mises and legal battles Also, make¬ 
up effects designer Steve Johnson 
on fabricating Giger s Sil $6.00 

VOL 27 NO 9 
JAMES AND THE GIANT PEACH 

puppet film auteur Henry Seltek* 
brings Roald Dahl’s children s fanta¬ 
sy to life Also Universal's CGI effects 
epic. DRAGONHEART. and director 
Kathryn Bigelow on her cyberpunk 
excursion. STRANGE DAYS 56.00 

VOL 27 NO 10 
Disney s THE HUNCHBACK OF 

NOTRE DAME, with art director Dave 
Goetz and animator Kathy Zielinski Ai 
so, screenwmef David Koepp on rewrit¬ 
ing MISSION IMPOSSIBLE, the return 
of DR WHO. screenwriter Jeflrey 
Boam on updating THE PHANTOM 
and Doug Wick on THE CRAFT $6.00 

VOL 27 NO 11/12 
30th Anniversary Tribute to STAR 

TREK, devoted to the original senes 
We unearth information and photos 

never-before seen Also, 
viewers guide to all 79 
episodes, a detailed look 
at the senes' mrniature and 
optical effects and inter* 
views profiling the artists, 
and senes' Stars $12,00 

VOL 26NO 1 
THE CROW CITY OF 

ANGELS, the controver* 
sial sequel to THE CROW 
Also. MTV s danang cock¬ 
roaches go feature-length 
in JOE S APARTMENT, 
cyberpunk amme comes 
of age in GHOST IN THE 
SHELL, and production 
designer Totopoulos on 
the look of INDEPEN* 
DENCE DAY S6.0Q 

VOL 28 NO 2 
We take an in-depth look at the 

making of ESCAPE FROM l A the 
sequel to ESCAPE FROM NEW 
YORK Also, a possible senes for 
Captain Sulu (George Takeij, the 
making of DRAGONHEART. 
TARZAN EPIC ADVENTURES, and 
Marlon Brando in the H G Wells clas¬ 
sic, ISLAND OF DR MOREAU $6.00 

VOL 28 NO 4/5 
In this double issue, we pul DEEP 

SPACE NINE and VOYAGER under 
the microscope, with articles leatur* 
mg cast and crew members, make¬ 
up, effects, writers, and episode 
guides for both senes. This issue al¬ 
so includes articles on T*2 3D, TRIL* 
OGY OF TERROR II. MULTIPLICI* 
TY. SPACE JAM, and THE XFILE5 
David Duchovny. $ 12.00 

VOL 28 NO 6 
Takes a cfose look at the making 

of STAR TREK FIRST CONTACT 
Also includes a 30th anniversary 
look at DARK SHADOWS—featuring 
actor Johathan Fnd—a 40th anniver¬ 
sary look at GODZILLA, plus arti¬ 
cles on MARS ATTACKS, Wes 
Craven's SCREAM, and effects for 
TV s XENA and HERCULES $6.00 

VOL 28 NO 7 
Featuring the complete story on 

the making ol Tim Burton's MARS 
ATTACKS Includes stones on cast¬ 
ing. CGI effects, the Tapps Trading 
cards that inspired Burton and more, 
plus a detailed look at LEXX DARK 
ZONE ADVENTURES Also includes 
BEAVIS AND BUTT-HEAD DO 
AMERICA, MICHAEL, and Wes 
Craven's SCREAM S6.O0 

VOL 28 NO 8 
This issue features our very com¬ 

prehensive look at the re*retease of 
George Lucas's STAR WARS, in¬ 
cluding CGI enhanced effects, 
sound, costume and production de¬ 
sign. merchandising, posters and 
more This issue also includes sto¬ 
nes on SPACE TRUCKERS. PINKY 
AND THE BRAIN and IMAX's L5 
FIRST CITY IN SPACE $6.00 

VOL 28 NO 9 
Features George Lucas's EM* 

PIRE STRIKES BACK re-release, 
with emphasis on the groundbreak¬ 
ing special effects and the tireless pi¬ 
oneers that made them possible Al¬ 
so tndudes a preview of David Lynch's 
LOST HIGHWAY, and stones on 
SPAWN, NEVERENDING STORY and 
the TV mmtsenes ASTEFOD $6.00 

VOL 28 NO 10 
Features SPACE TRUCKERS, 

Stuart Gordon's working-class space 
adventure, with stories on special ef¬ 
fects. design, makeup effects and 
more Also includes ANACONDA, 
David Cronenberg's CRASH, a pre¬ 
view of MEN IN BLACK, in-depth 
coverage ot David Lynch's LOST 
HIGHWAY, and our 1996 Year in 
Review $6.00 

VOL 28 NO 11 
Features the TV version ot 

Stephen King's THE SHINING, with 
slones on special effects, directing. 
King’s screenplay and a look back at 
Stanley Kubrick's version This issue 
also features AEON FLUX with 
episode guide, ANACONDA. Dis¬ 
ney's HERCULES, and ABCs 
20,000 LEAGUES UNDER THE 
SEA, with Michael Came 

THE SHINING cover 56.00 
AEON FLUX cover $6.00 

VOL 28 NO 12 
Our annual look at Ihe 50 most 

powerful people in horror, science 
fiction and fantasy Also features 
MEN IN BLACK, BATMAN AND 
ROBIN. VOLCANO, a preview ol 
THE LOST WORLD (Sleven Spiel¬ 
berg's follow-up to Jurassic Park), 
and an in-depth took at Disney's ani¬ 
mated feature. HERCULES $6.00 

VOL 29 NO T 
MEN IN BLACK, about illegal ex¬ 

traterrestial activity Joel Schumach¬ 
er's BATMAN AND ROBIN, including 
interviews with Uma Thurman, Arnold 
Schwarzenegger and Chris 
O'Donnell Previews of 
STEEL, SPAWN and CON¬ 
TACT Also.BUDDY 

MEN IN BLACK cover 
$6.00 

BATMAN and ROBIN cvr 
$6 00 

VOL 29 NO 2 
CONTACT, starring 

Jodie Foster, based on 
Carl Sagan's novel, direct¬ 
ed by Roger Zemeckis, the 
story about making con¬ 
tact with alien life Also, 
Shaquille O'Neal in STEEL, 
the working man comic 
book hero. Oscar-winning 
animation. STARGATE, 
THE LOST WORLD $6.00 

VOL 34 NO 2 
Cover story on the high 

kicking sequel BLADE 2. 
plus THE MOTHMAN 
PROPHECIES. THE SCORPION 
KING. SIX FEET UNDER. THE 
DEVIL S BACKBONE, RESIDENT 
EVIL and the re-release of E T 
with new CGT $8.00 

WANT MORE? 
Sure you do! Unfortunately, we 
didn’t have enough room to list 
every back issue. So. it you'd 
like to see everything we have to 
offer, from back issues to books, 
posters. CDs. calendars, videos, 
and DVDs, contact us at the ad¬ 
dress or phone number listed 
below! We’ll mail you a com¬ 
plete catalogue of our entire in¬ 
ventory for only $5.00 which you 
can have refunded with your first 
first purchase of $9 95 or more! 

VOL 34 NO 3/4 
SPECIAL DOUBLE-ISSUE 

In-depth look at the mega-hif 
SPIDER-MAN with exclusive in¬ 
terviews Also, MEN IN BLACK 
II, DINOTOPIA MINORITY RE¬ 
PORT. SPIRIT, FRAILTY, TV’s 
FARSCAPE, Disney's ULO ft 
STITCH. STAR WARS II AT¬ 
TACK OF THE CLONES. FRIDAY 
THE 13lh-PART X JASON X, DIE 
ANOTHER DAY PUPHEDZ 
WENDIGO, NIGHT OF THE LIV¬ 
ING DEAD 1990 retro. THE 
TEXAS CHAINSAW MASSACRE 
retro and FX legend Stan Win¬ 
ston S25.00 

CFQ BINDER 

Keep vmii i«uc^ 
id CFQ in mini 
cwidnion uith 

I his lu Mom-de¬ 
signed hinder 

Covered in hlut¬ 
ein >L with 12 
wires to hi«ld yniii 
issues m place 

SI 1.95 

t il} Ml u 
LTse mu hluek porcelain nine wiili white 
inscription, for chilly nights und hot co 
ci u , cl it tec. or he v cragc t it choice N takc v 
a glVill pell h< tiller Und V7.95 

NIGHT OF THE LIVING DEAD 
FILMBOOK 

J»*hii Russo, author ul ihe mtrnc that pvc 
/i h nbies new 11 te. lei I s heli 11 id die scenes 
details ol n% filming . Includes humn irons 
;mccdoles, rare photii*. ami an mini In di¬ 
rect! i f ieoege Romero 

IMKKMIIK \! M.Y/ASb 
Splendid British horror mag Back is¬ 
sues 7. H. 9. H. 14, 15, IS. 21, 22. 21. 
and 24 now available* $5-011 each 

vi it \ iiti m iv \tm KAkJ.im 

Vnu/niL* ciLMlnms hum die mint! of the 

lamed artist t hii-ol-Pnw $14,95 

CFQ Subscriptions: 
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magazine orders. 

• Make checks payable to CINEFANTASTIQUE 

* Foreign orders: Please pay by credit card 
or international postal money order in U.S.funds. 
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Oak Park, IL 60303 
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Volume 29 Number 4/5 
The fourth season of THE X* 

FILES, and a complele fourth 
season episode guide Plus. Chns 
Carter's MILLENNIUM $14.00 

P FMSS MUASIS 
TOLD YOU THK WHOLM 
STORY YOU WOULDN'T 
NHD US... 

THE REVIEW OF HORROR 
FANTASY & 

SCIENCE FICTION 

,ot least an entertaining double life as an operative for the super-secret SD-6 
gency But all is not easy for a young spy these days. There are secrets hat 

,our superiors might rather you not know, and dangers that may spiral out to 
mperil friends and family. The deeper Sydney delves into the true nature of 

5D-6. the more frightening her life becomes. 
After a spectacular debut season. ALIAS returns this fall to further 

-hromcle the adventures of its comely protagonist. And Dnefenfasfrque will be 
[here to give you the whole story, featuring pulse-pounding photos and 
exclusive cast and crew interviews After having delved into the dark wor d of 
espionage, we ll take a look at the upcoming fall slate of feature films, taking 
you behind the scenes on some of the season's most exciting Pr0»ect^ 
^ Subscribe today for just S26 ($31 Can/$33 For) for the next six b -monthly 
issues and select one of our rare back issues shown below as your 'fee gi t_ 
(Sorry, tree issue for first-time subscribers only.) Subscribe for twoi yea 
issues) for only $48 ($55 Can/$62 For), a savings of nearly $24 off the 

newsstand price and take two back issues for free' 
Intriguing adventure and big debuts, all in one place. 

CINEFANTASTIQUE 
THE MAGAZINE WITH A SENSE OF WONDER 

Volume 29 Number 9 
TOMORROW NEVER DIES 

production feature Also, OFFICE 
KILLER. THE POSTMAN DEEP 
RISING and BABYLON 5. $8.00 

ubscribe Now at Money-Saving Rates and 
Take Anything Below as Your FREE Gift! 

___ r _....tiiinii, 

GSSSSSSE lageeagBlt 

Buffy, 
Vampiv® 
Slayer 

Volume 29 Number 11 
The BUFFY. THE VAMPIRE SLAY¬ 

ER issue features mterwews with Knsty 
Swanson, tram the anginal and Sarah 
Mirhello Cellar from the senes Sfl.00 

Volume 29 Number 10 
Betwxj the scenes ot Westey Spies’ 

BLADE Also, SPHERE, FALLEN, 
NICK FURY, and PROPHECY 2 

Sfl.00 

thk onw mm sourck 
ORDER WITH CREDIT CARD TOLL FREE BY PHONE: 

Or mail your order with check or money order in U.S. funds to. M.u. box xru. 


